OFIA QUEER FORUM - SWEET UNION
(/’o/ogmw ®OPYM - CIIATTbK Cbi03
221




OFIA QUEER FORUM - SWEET UNION
'bP @OPYM - CJIAADBK Cbl03

221(°

Baapuna Muxamnaosa / Vladiya Mihaylova
KypaTopka 1 cbCTaBuTenka / curator and editor

KOAeKTUB 3a 00LLLECTBEHWN UHTEPBEHLIMMU
Collective for Social Interventions

Coousa /Sofia
2016

KOJNEKTHB 3A
OBIECTBEHN
NHTEPBEHLIMK



CbAbPKAHUE / CONTENTS

COOUA KYUBP GOPYM - CJIAABK CHIO3 LT e e e e e e e e e e e e e e e e r e e
SOFIA QUEER FORUM - SWEET UNION

Bnagua Muxaiinosa / Vladiya Mihaylova

Codua kyubp popym - Chagbk cbio3
Sofia Queer Forum - Sweet Union (6)

LLle cn cnomHAT 3a Hac B 6baeLeTo
They will remember us in the future (18)

Uupk! MoeTo pasnnyHoO ceEMencTso
Circus! My different family (64)

,"KMBOTDHT - TOBa ca ABe XeHun”
“Life - that is two women” (84)

MAPAJIEZTHA MPOTPAMA  Kapon PaguweBcku: [la MOMHUM, Ye BUHAru
PARALLEL PROGRAMME e cme manumHctso / Karol Radziszewski:
We must remember that we will always
be a minority (107)

MHTepsto Ceetna EHuesa / Interview Svetla Encheva

Kapnoc Morta: BuHaru Tpabsa ga mmcanm 3a
adekTUTE, KOraTo pasrnexgame mawabHuTe
NoAMTUYECKM Bbnpocu... / Carlos Motta: We
always need to think about affects when
considering larger political issues... (115)
MHTepsto Bnagua Muxaitnosa / Interview Vladiya Mihaylova

Enpap boryHoB 1 Kponuk bnaek npegcraseHun
ot bopaHa Pocca n Oner Maspomattu / Eldar
Bogunov and Krolik Black presented by Boryana
Rossa and Oleg Mavromatti (123)

Oner Maspomattu / Oleg Mavromatti



ranepwvs ,Akagemus” / Academy Gallery the fridge & CounaneH ueHTbp ,,Xacnen"/ the fridge & Social Centre Haspel
LLLE CM CMOMHAT 3A HAC B BbAELLETO LMPK! MOETO PA3IMYHO CEMEMNCTBO
THEY WILL REMEMBER US IN THE FUTURE CIRCUS! MY DIFFERENT FAMILY

XyooxHuum / Artists CredaH Kpberes / Stefan Krastev

Wckpa Bnaroesa / Iskra Blagoeva (36) My6anYHKUTE AUCKYCUM B pamKuTe Ha niatdopmata

AnekcaHabp lepruHos / Alexander Gerginov (38 o
HanGap ﬁogemp/ Nilbar Gires (40) ginov (38) ,,Lmpk! MoeTo pa3nunuHo cemeiictso”

Danvena Kocrosa / Daniela Kostova (42) Public debates within the framework of the Circus!

BukTopMa Jlomacko / Victoria Lomasko (44) My different family platform (69)
Kapnoc Morta / Carlos Motta (46)

Kapon Paguwescku / Karol Radziszewski (48)

MoaHa Paiikoscka / Joanna Rajkowska (52)

AHyc Cama / Jaanus Samma (54)

PagoctuH Ceagesues / Radostin Sedevchev (56)

flceH 3rypoBcku / Yasen Zgurovski (58)

Kyubp KyTua / Queer Box

KypaTtop BeHenuH Wypenos/ Curator Venelin Shurelov (60)
MapTuH Nenes / Martin Penev (61)

AHren YobaHos / Angel Chobanov (61)

ranepus ,Backa EmaHymnosa” / Vaska Emanouilova Gallery

~HKUBOTHT - TOBA CA ABE EHWN” / “LIFE - THAT IS TWO WOMEN"

Cuparo Unapa / Syrago Tsiara

M3rpaxaaHe v paspyllaBaHe Ha ctepeoTrnu. OBpas3bT Ha MaiKaTta B rpbLLKOTO U3KYCTBO
M NOAPUBHUTE [1aCOBE Ha HOBOTO MPBLKO KUHO

Constructing and distorting stereotypes. The image of the mother in Greek art and the
subversive voices of the new Greek cinema (99)

Boan MaHues / Boyan Manchev

Malika-aBTomaTt
Mother-Automaton (102)

. buorpagun / Biographies (127)






\\



COOIA KYBP ®OPYM - CTAIBK CbIO3

Bnagus MuxaiinoBa

SOFIA QUEER FORUM - SWEET UNION

Vladiya Mihaylova

ToBa, 4e emoruuTe ca ,,CBBP3aHN C
Helo’, Te ca 3a Helllo, 03HayaBa, 4e B TAX
Ce ChIbP)Ka OIPEIeTIEHO OTHOLIEHME KbM
CBeTa WM Ha4YVMH Ha pa3bupaHe Ha CBeTa.

Capa Axmep, Kyrmyprume noaumuxu
Ha emoyusma’'

»CIaJbK ChI03” € MOTOTO Ha TPETOTO
nsganue Ha Codusa xyusp popym,
KO€eTO IOCTaBs B IleHThpa TeMaTa

3a ceMeiicTBoTo. CTpeMuMm ce ga
M3IO0/I3BaMe cCaMaTa iyMa Kyusp

KaTo IJIaro/l U/WIN fejicTBHe CIPAMO
omnpefeneHa CUTyanus. B To3u cMucbn
3aHUMaBa HJ MHOTO IIOBeYe He TOBa,
KaKBO € KYU®sp VI [0 KaK'bB HAYMH TOBA
olIpeyieTieHIie € Pa3INYHO OT BCUIKO
OCTaHAJIO, a KOU Ca OHe3V Hellja, KOUTO
CTaBarT Kyusp, IpOsABABAT Ce KaTo Kyusp
MM ca pa3OupaHu 1 Bh3MPUEMaHU KaTo
kyuwp. lognnara 2015, B uniito Kpait ce
cnyuBa GOpyMBT, e OensA3aHa OT BbIIPOCa
3a OpayHaTa PaBHOIOCTABEHOCT, KOSITO
o¢unmanHo Oelle Teraan3yupaHa B
Amepuika, HO He TOBa e IIpobIeMaTKaTa
VI XOPU30HTA, KBM KOIITO CHOUTUETO
ce oTHacs. bes 1a M3KI0YBa KOHKPETHI
Kasycy 3a IpaBa, BUAVMOCT U

NpyieMaHe Ha PA3IN4MATA B PAMKUTE

Ha o6mmectBoTo, Codus Kywsp popym
ce CTpeMI Jja TOTBPCH MO-INPOKa

! Sara Ahmed, The Cultural Politics of Emotion,
Edinburgh: Edinburgh University Press, 2004, p. 7.

The “aboutness” of emotions means they
involve a stance of the world,
or a way of apprehending the world.

Sara Ahmed, The Cultural Politics
of Emotion’

“Sweet Union” is the motto of the third
edition of Sofia Queer Forum, which
puts in the center the theme of the
family. We strive to use the very word
queer as a verb and/or an action within
a certain situation. In this sense our
interest is focused not so much on the
deffinition what is queer and in what way
it is different from all the rest, but rather
on what are those things that become
queer, that manifest as queer or are
understood and accepted as queer. The
year of 2015, at the end of which Sofia
Queer Forum is taking place, is marked
by the issue of marriage equality officially
legalized in the USA but that is neither
the set of problems nor the horizon

that the event is referencing. Without
excluding the concrete causes of rights,
visibility and acceptance of difference
within society, Sofia Queer Forum is
striving to search for a wider platform
where the queer is considered in a
positive way - namely as a possibility (sort

! Sara Ahmed, The Cultural Politics of Emotion,
Edinburgh: Edinburgh University Press, 2004, p. 7.



OtkpuBaHe Ha Codua kynbp dopym 2015 - Craabk CbLO3,
ranepus ,Akapemunn”, HaumoHanHa XyAOXecTBeHa akapeMus
Opening of Sofia Queer Forum 2015 - Sweet Union, Academy
Gallery, National Academy of Art

w1atpopma, B KOATO Kyusp ce MUCIIN
IMO3UTUBHO - a UMEHHO KaTo (JOHAKb/IE
YTOIIMYHA) BB3MOXKHOCT, KOSITO MIMa
MOTEHIIMAI 33 COLMATHA U KyITypHa
TpaHcopManys U Ipejiara HOB Ha4MH
Ha MICJIeHe 3a BPb3KUTE MEX/Y XoparTa.
B yBopa Ha kHurara cu B kyusp speme

u macmo xynnt (Ixak) Xanobspcram
Ka3Ba, ye aKo Bb3IpueMeM Kyusp KaTo
pesynTar ot ,,CTPAaHHU TEMIIOPAIHOCTH,
BBOOpakaeMI KUTEVICKI II/TAaHOBE U
eKCLIEHTPUYHY MKOHOMMYECKY IIPAKTUKIA,
He OMXMe pasrpaHNYII/IN TOBa Jja-CH-
KYU'bP OT CeKCyaIHaTa UIeHTUIHOCT 1
6uxme ce JOOMVDKMIN IO KOMEHTapa Ha
@yxo B ,IIpuATENCTBOTO KaTO HAUYMH

Ha >)KMBOT', Y€ ,XOMOCEKCYaTHOCTTa
3aIlIalliBa XopaTa KaTo ,,Ha4lMH Ha
JKUBOT , @ He KaTO HauMH Ha IpaBeHe

Ha cekc““ KoHIjenTyanHata paMKa Ha
(dopyma ce ocHOBaBa Ha €fHO MOZOOHO

2 Judith (Jack) Halberstam, In a Queer Time and
Place. Transgender Bodies, Subcultural Lives,
New York: New York University Press, 2005, p. 1.
Lintrpano e nutepBOTO Ha Mumen Oyko 3a
¢dpenckoro criucanne Gai Pied ot anpun 1981 .

3akpuBaHe Ha npoekta ,LIupk! MoeTo pa3anyHo cemeincTso”,
the fridge & CounaneH ueHTbp ,Xacnen”

Closing of the project “Circus! My different family”, the fridge
& Social Center Haspel

of utopian one) that has the potential for
social and cultural transformation, while
offering a new way of thinking about the
relationships between people.

In the introduction to her book In a
Queer Time and Place Judith (Jack)
Halberstam says that: “If we try to think
about queerness as an outcome of strange
temporalities, imaginative life schedules,
and eccentric economic practices, we
detach queerness from the sexual identity
and come closer to understanding
Foucault’s comment in ‘Friendship as a
Way of Life’ that homosexuality threatens
people as a “way of life” rather than as

a way of having sex.”? The conceptual
framework of the forum is based on just
such understanding which is itself based
on a wide discursive platform. It includes
feminist and various other marginal
perspectives and questions as well as the

2 Judith (Jack) Halberstam, In a Queer Time and
Place. Transgender Bodies, Subcultural Lives,
New York: New York University Press, 2005, p. 1.
Quoted from Foucault’s interview for the French
magazine Gai Pied, April 1981.



pa36MpaHe, KO€TO OT CBOA CTpaHa CThIIBAa

Ha IIMpPOKa AMCKYPCHUBHA ITaTdopMa.
Tsa BKII0OUBa (PEMMHICTKY ¥ PA3/INIHU
APYTY MapryHAIHY TIePCIeKTUBY I
BBIIPOCH, KAKTO U IIPOMEHSIIUTE Ce
PO/ BBTpe B caMaTa XeTepOCeKCyalTHa
Mmarpuia. CeMeliCTBOTO B ClTydas ce
pasriexxja KaTo yHUBepcamusupaHa
XeTepOHOPMATUBHA NPECTaBa,
KOAITO He CaMO e BIJIICAaHa KaTo

€Ha OT K/TI0YOBITE MHCTUTYIIMN

B o0IIecTBeHATa CTPYKTYpa, HO
NPeACTaBIIABA ,,M/lean , KOMTOHM3UPAI]
BBOOPaKEeHNETO ¥ eMOIUINTE,
NpefHavYepTaBall KUTEIICKU IIbTHINA
M CTUTMAaTU3Mpay caM o cebe cu
pasmmunsra. [ToHskora Tosu ,upmean
MO>Xe fia 6'bjle efHAKBO OrpaHNIYaBalll
KaKTO 32 XOMOCEKCYa/THUTE VIV
TPaHCCEKCyaTHM X0Opa, TaKa I 3a
»HOpMaHNTe” MBKE U YKEH.
V34epmnaH nu e ,,ufI€ambT , MOJIETBT

Ha CeMeJICTBOTO, € BBIIPOC, KOITO

10 0COO€H Ha4MH CTOM B KOHTEKCTa

Ha 0611ecTBOTO B bbirapus u He

caMmo B Hero. ToBa, KoeTo IIpaBu
curyanuaTa Ha Codust kynsp Gopym
KOHKPETHa, € BCe Oll[e 3aIIa3eHMAT
IaTpuapxaneH MOfieN ¥ IIpeficTaBa 3a
CeMeJICTBO, YaCTUYHO MOJIePHU3VPAHN
u MopiMUIVPAH OT COLMANM3Ma

¥ 10 crerudnryeH HadlH BIVCAHN B
KOHCYMaTOpcKara KOHCEpBAaTMBHOCT
Ha ITOCTCOLVIAINCTUYECKOTO OOIeCTBO
cepn 1989 1. u ,,HOBaTa” MEMHCTPUIIM
HONYy/IIpHa KynTypa. Te3u obiiecTBeHN
HaI/Iacyl HaMMpPaT MsCTO KaKTO

B 3aKOHOJ]aTeJICTBOTO, TaKa 1 II0
OTHOLIIEHNE Ha ChIIeCTBYBALINTE
LIEHHOCTY U YO@XKeHMA.

Te ca 4acT OT coLMANHNUTE ¥ KYITYPHU
MaTpULY - OT 0OpasHMA CBAT Ha
U3KYCTBOTO JI0 OpraHM3alusATa Ha

changing roles within the heterosexual
matrix itself. Here the family is seen as

a universal hetero-normative notion
which is not only inscribed in the social
structure as one of its key institutions
but also constitutes an “ideal” that is
colonizing the imagination and the
emotions, which is defining one’s life
project and is stigmatizing differences
by its own substance. At times this
“ideal” might be equally restrictive for the
homosexual and transsexual people as it
is for the “normal” man and women.

Has the “ideal”, the family model,
exhausted its potential is a question
which is specifically poised in the context
of Bulgarian society and not only here.
Sofia Queer Forum is situated rather
specifically here within the still preserved
patriarchal model and family notions that
have been only partially modernized and
modified by socialism. They have also
been specifically inscribed within the
consumerist conservative status quo of
the post-socialist society after 1989 with
its ,new” mainstream popular culture.
These public attitudes are addressed both
in the legislation and in regard to the
existing values and convictions. They

are unavoidably part of the social and
cultural matrix - from the imaginary

of art to the organization of the social
field. In spite of that the context where
Sofia Queer Forum takes place also
contains many of the shared problems

of the global queer community. Among
these are the overwhelming accent on
the different identity, the gay mainstream
culture, the framing of the queer and
LGBTI problematic in connection to a
scandalous life style, which is, on top of
all, related to the urban cosmopolitan
culture while being something foreign to



COLIMAIHOTO HoTe. Bpipekn ToBa
KOHTEKCTBT, B KOJITO Ce CTTy4Ba

Co¢us kynsp GpopyM CbabpxKa 1
MHOTO OT CITOfIe/IEHUTe TpobiemMn Ha
enobannama kyusp oougHocm. Cpep

TSX Ca IpeoOIalaBalyAT aKIeHT

BBPXY pasnInyHaTa UAEHTIYHOCT, Teil
MEeTHCTPUIIM Ky/ITypaTa, Bb3IpreMaHeTo
Ha kyuwsp u JITBTU npobnemure

BBB BP'b3Ka C OIpefieieH CKaH jaleH
naitdcTari, KOTo OCBEH TOBA €
CBBP3aH C Ipajcka KOCMOIONMNTHOCT,
Yy>K/ia B )KMBOTA Ha IIPOBUHIINATA,

u 1p. B Tasu mocoka Moxxe ma ce

106aBM 1 XapaKTepHaTa 3a Jpyru
M3TOYHOEBPOIIENCKI 0011ecTBa
HAIJIaca, 4e TO3U KP'br OT BBIIPOCU

€ HeaBTEHTMYEH 3a KMBOTA Ha
00111eCTBOTO, 4e TOJ IIPefiCTaB/IsABa MO
I ,,3alajjHa 3aeMKa’, KOSITO IIOIMEHS
(HauVOHATHUTE/ TOKATHY/ TPAAULIVIOHHN
- C pas/nYeH aKLEHT) LIeHHOCTH.
Bcuuko ToBa orpaHnyaBa
paséupaHeTo 3a Kyusp BbB Bpb3Ka

C MyOIMYHOCTTa; 2 UMEHHO, C
BBHOOPA3E€HOTO MPOCTPAHCTBO, B

KOeTOo XopaTa npe0yuBaBar 3aegHO

Y CIIOTeTISAT eHAKBY MPaBa,
BK/IIOYUTETHO MIPABOTO Ha N360p U

Ha BH3MOKHOCTHM 3a IACT/INB >KMBOT.
CsAxal IpoCcTpaHCTBOTO Ha aKIUATA, HA
JIeiicTBUETO, Ha 60p6aTa, B KOTO KYUBP
[IOTEHI[MATHO OV MMaJIO IOIUTUYECKI
CMMCBII, C€ U3MECTBA OT PAa3/INIHNATE
dbopmu Ha pernpe3eHTALNSI, TIPEIIOKEHN
oT MeguuTe. VIMeHHO Te B bbarapusa
JOMUHYPAT 06110TO MHPOPMALIOHHO
IIPOCTPAHCTBO ¥ €& MHOTO IIO-CVJTHM OT
aKTUBUCTKATa JIeMMHOCT.

Taxa HanpuMep egyH OT Hail-
HONY/LAPHUTE TPAHCY MEPCOHAXM B
MenMitHaTa cpena B bparapus 3a 4piaro
6e morn¢onk neBewsbT A3c, YNIATO

life in the province, and so on. We might
also add here the also typical attitude

for other Eastern European societies
that this set of questions is not authentic
to society’s life and that it is a kind of
trend or a “Western import”, which is
replacing the (national/local/traditional -
differently stressed) values.

All of the above is limiting the
understanding of queer in connection
to the public. Namely, to the imagined
space where people inhabit together
and share the same rights, including
the right of choice and the chance for

a happy life. It seems that the space of
action, of struggle, where queer might
have, potentially, some political meaning
is being pushed aside by the various
forms of representation offered by the
media. In Bulgaria it is dominating the
common informational space and are
much stronger than activist action.

For instance, one of the most popular
trans* characters from the media context
of Bulgaria was for a long time the
popfolk (chalga) singer Azis. His Roma
background seemed to have located him
- by definition far from the notion of the
“normal” Bulgarian male. The complete
change of style that he underwent almost
a year ago changed him into a lumber-
jack kind of male. But he went back

to elements from his previous image

a bit later and that only demonstrated

to what an extent Azis himself is a
marketing product. (Azis himself has
never proclaimed to be gay, though he
had a noisy affair with another man - the
so-called Kitaetsa (the Chinese) and
officially presented him as his husband.
Later both of them turned out to be
married to women and publicly returned
to their own families.) That image was



POMCKM IIPOUSXO] CSIKALI TIPEBAPUTETHO
ro oTZajeyaBalle ot obpasa Ha
LHOpMajHMsL ObArapcky MbXK. [I'biHara
IIPOMsIHA Ha CTU/IA MY TIPERY OoBede OT
TOJMHA, KOSITO I'o IIpeBbpHa B lumber
MDXK, a C7Iefl TOBA YaCTMYHO Bb3BbpPHA
elIeMEHTH OT TIPeSUIIHIS My TpaHc*
06pa3, IIoKasa 10 KaKBa CTEIeH CaMIAT
Asyic e MapKeTHHTOB NPOAYKT. (CaMyAT
A3yic HUKOTra He ce e 00sIBsIBAI 3a reit,
BBIIPEKN e MMallle ITyMHa BPb3Ka C
IpYyT MBX - T.Hap. Knraena u opummanto
IO IIpeCTaBsIIIe 3a CBOII CBHIIPYT.
BriocnepcTBie 1 ABaMaTa ce OKasaxa
JKEHEHM 1 ce BbpHaXa IyOIMIHO KBM
cemericTBata cin.) [IpepcraBara 3a ToBa
ce JOI'B/IHM U OT pasUrpaHara mpes
pyOpuKaTa ,,CKaHa/THO B MEAMITHOTO
IPOCTPAHCTBO JIMYHA CeMeliHa

VICTOPYSI Ha TIeBella, KOATO BK/II0YBA
Iblnepsa My Pas n HeliHaTa Malika

Tama. 3a mocenHara 6e my6IMKyBaHa
npotuBopedrBa nHdopmarys. Yact

OT HOBMHMTE 5 IIPeICTaBsXa KaTo
npocdecroHanHa cBogHuIa. Taka
IIBOJIHCTBEHATA KEHCKA COLMaTHA

porst Ge cBefieHa obade 1o ob6pasa Ha
»paborela xeHa”, KOSITO Ce TPIDKU 32
koM¢opTa 1 Kapuepara Ha Asuc (Ha
MBXa cu). Makap 1 o1 QoK IeBeIybT
Jia TIpeiCTaB/IsABa MIHTEPeCeH U I10-
Cc71oKeH 00pas, KoiiTo 611 crefBao fja ce
Hab/I0aBa BHIMATEHO, TO JOHAKB/E
SICHO Ce ChCTaBs IpefiCTaBara Io-
CKOPO 3a TPAHC* OIIAaKOBKA, MO KOSITO
IIpo3ypa Io3HaTaTa CTPYKTypa Ha
IaTpUapXasTHOTO CEeMEIICTBO C BOZeIa
POJISI Ha MbXKa.

B mporeca Ha oAroTOBKaTa Ha

Co¢ust kynbp GopyM B roasiMa 4act

OT Pa3roBOpUTe C MO-IINPOK KP'BT
PasINMYHM KaTo podecys U MHTepecy
XeTepPOCeKCYaTHN Mb)Ke Ce CIIOMeHaBallle
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further complemented by the personal/
family story of the singer, his daughter
Raya and her mother Gala, which played
out in media space within the rubrics of
the “scandalous” The mother character
was given contradictory coverage. Part
of the news reports presented her as a
professional bawd and that reduced the
dubious female social role to the image
of a “working woman” who is taking
care for the comfort and career of Azis,
her husband. This popfolk singer is no
doubt an interesting and much more
complex phenomenon which merits
close observation and analysis. However,
we can quite clearly deduce here the
conclusion that this is rather a trans* kind
of packaging under which one can see
the familiar structure of the patriarchal
family with the male in the leading role.
While in preparation for Sofia Queer
Forum, the name of Azis came up in
many of the conversations we had with a
wider circle of a variety of heterosexual
men of various professions and interests.
It turned out that Azis is indeed the figure
which for them represents the homo-
and/or transsexuality. In most cases the
singer is a cause for revulsion precisely
because of his “lack of authenticity”; the
revulsion is later on easily transferred
on to Sofia Pride or to the activities in
general of a variety of none-governmental
organizations related to the LGBTI
rights. The latter are much less present
in the media and are de facto unknown.
This is why they fall easily within the
common tune of “lack of authenticity”.
The world of show business, it appears,
influences life role patterns so that the
understanding about this queerness
(which includes conflicting, diverse

and unclear aspects within the popular



nMeHHO Asuc. Toil ce okasa efHa OT
¢urypure, c KOUTO Te CBBP3BAT XOMO 11/
VIV TPAHCCEKCYaTHOCTTa. B moBevero
CTy4au IeBellbT 0bade Mpe3BUKBa
OTBpallleHVie UMEHHO MTOPA CBOSTA
»HEaBTEHTMYHOCT ¥ TOBA OTBpallleHye
J7lecHO ce mpeHacousa kM Codus
Hpaiiy Wix BboOIIe KbM IeTHOCTUTE
Ha pa3/IMYHM HEIPABUTE/ICTBEHN
opraamsanuy, cebp3anu ¢ JIITBTU
mpasa. [ToceqHnTe ca MHOTO IIO-MaKoO
MEZIMITHO IIpefiCTaBeHM 1 Jie PaKTo ca
HEIIO3HaTH, 3aTOBA U JIECHO IIOIAJAT B
ob1ara HarIaca 3a ,HeaBTeHTUIHOCT .
OxasBa ce, 4e CBETHT Ha IIOyOU3Heca
BIIUsie BBPXY JKUTEIICKIUTE POTIeBU
MOJIe/IM TaKa, 4ye pa3bupaHeTo 3a TOBA,
4e 0a-cu-Kyusp (B TOBa Ce BKIIOUBAT
IPOTUBOPEYMBH, PA3TIMYHMN, HESCHN
Hellja B OIY/IIPHOTO Cb3HaHNe)
O3Ha4YaBa Ipey BCUYKO 0a-CU-Panuue.

VImariky mpefiBUJi TOBa, C IOCTABSAHETO
Ha TeMarta 3a ceMeicTBoTo Codust
Kywbp GOpYyM ce U3IpaBsi IIPef CIOKHA
CUTYaLVsl: OT €[JHA CTPaHa, Ia He
[IOMIa/IHe B TECHU MIPOYNTH U HpopMar
Ha 3aCTBIIHIYECTBO 3a reit 6pakose,

¥ OT ApyTa, /ja He O'bjie pasdeTeH

KaTo IIPOBOJHMK Ha HEABTEHTIYIHO
ChIbp)KaHuUe U/WIN Ha IIPYBHECEH
JICKYPC, KOJITO € CIIOfe/IVIM CaMO CpPef
MaJIKa u3bpana rpyma or xopa. He Ha
IIOCTIE{HO MSICTO CTOM M BBIIPOCHT KaK
Jla MUCIIVIM CEMEVICTBOTO ITOJIUTUYECK,
KOTaTo 3a FO/IsIMa YacT He CaMo
XEeTEPOCEKCYaTHM, HO Y XOMOCEKCYaTHN
xopa To e B cdepara Ha IMIHIS

JKMBOT U € TEPUTOPMA Ha HaCTHOTO.

Jla IpUITIOMHMM HAKPATKO, € €HO OT
Hall-4ecTo CpellannTe MHEHUA Cpex,
IO-IIMPOKYS KPBT OT Xopa 3a Codust
IIpaiif e, 4e Te HAMAT HUILO IPOTUB

11

consciousness) means above all else to-be-

false.

Having all of the above in mind,

by foregrounding the theme of the

family Sofia Queer Forum is facing a
complicated situation: on one side, it
should not fall for the narrow readings
and the format of defending the gay
marriage; while on the other - it should
not be seen as a transmitter of inauthentic
content and/or imported discourse,
which is shared only within a small group
of select individuals. Last but not least is
the question about how should we think
about the family in a political way when
for a large part of both heterosexual

and homosexual people, that is within
the sphere of private life and the private
domain. Let us be reminded in brief

that one of the most common opinions
about Sofia Pride, which is shared within
the wider circle of people, is that they
have nothing against the different sexual
choice but they do not want it to be
“stuck” right into their faces; that is to say
- they do not want neither publicity, nor
recognition of the political action which
is related to the shared life of society.

Let us go back to the commentary made
by Foucault as quoted by Halberstam that
homosexuality is a threat precisely as a
“way of life”. For Foucault that above all
meant the variety of possible relations
between people who, in their turn, are
creating various social forms, spaces,

and practices that are demolishing the
dominant model of the heterosexual
nucleus family. The concrete perspective
to think about this is “friendship”.

Having in mind this way of relating,

Sofia Queer Forum is trying to question
the very naturalized and universal



Pas/IMYHNSA CeKCyasieH n300p, HO He
VICKaT Jja IM ,HaBMpaT TO3Y U360p B
OYNTE; T.€. He MCKAT HUTO MYO/INYHOCT,
HUTO /1A IPUIIO3HAAT IEICTBIETO KaTO
MO/TNTUYECKO, CBBP3AHO C'hC CIIOfIETIEHIST
>KMBOT Ha 00IIeCTBOTO.

Jla ce BbpHEM K'bM KOMEHTapa Ha

dyko, unTrpaH ot Xanobvpcram,

4e XOMOCEKCYa/THOCTTa € 3aIUIaxa
JMIMEHHO KaTo ,,HAYMH Ha XNBOT . 3a
dyKo TOBa 03HAYaBA IIPERU BCUUIKO
Pas/IMYHY Bb3MO>KHU BPB3KI MEXAY
Xopata, KOUTO OT CBOsI CTPaHa

Ch3[jaBaT Pas/IMIHY COLVATHI

dbopmu, IPOCTPAHCTBA, IPAKTUKHY,
paspylLIaBaly TOCIOACTBALLNSA MOJIET

Ha XeTepOCEeKCYaTHOTO aTOMapHO
cemerictBo. KoHKpeTHa nmpusma 3a
MIIC/IEHE 32 TOBA € ,,IIPUATEICTBOTO .
Mmariky npensuji TO3M HAYMH Ha
orHourenne, Codus kynusp Gpopym ce
OIIMTBA [Ia TIOCTABY IO BBIIPOC MMEHHO
HaTypanusupaHaTa yHUBepcaIHa
npepcraBa 3a ceMeiicTBo. la s Bugu

KaTo BbOOpakaeM KOHCTPYKT, KOJTO e
He(YHKIMOHAJIEH CIIPSAMO YCTIOBUATA

Ha >KMBEEHETO, ¥ IIPOBAIBT TOM Jja

O'bie UBITH/IHEH BaXKM KaKTO 3a TE3I,
YMUTO IT'BT CI€BA BUANMO Pa3TnvHa
IIOCOKA, TAKa U 3a OHE3M, KOUTO I10-TIECHO
ce BIIMCBAT B XeTEPOHOPMATUBHUTE
IIPeCTaBM, HO OCTABaT HEYIOBIETBOPEHN
JI CAMOTHM B IIOCTUTAHETO Ha TO3M MOJIE/L.
Tyk ce nmat npepBuz Hall-Bede OHE3N
COILIVMA/THU U UKOHOMUYECKM TIPAKTUKI, 32
KOUTO rOBOpM XaJI0bpcTaM 1 IIpe3 KOUTO
MOTaT Jja C€ MUC/IAT CTIOYKHUTE KUTENCKI
CTPYKTYPM Ha B3aIMOOTHOIIEHNA 6110
TO Ha CAMOTHY MailKJ1, O-BB3PACTHU
JKeHU, OeIHU, MUTPAHTH, POMU U

APYTU IPYIN OT XOpa, KOUTO ca 00eKT

Ha pas/JMYHM MeXaHU3Mu U GopMu Ha
U3K/IIOYBaHE.
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notion for what a family is. It aims to

see it as an imaginary construct, which

is non-functional in view of the life
circumstances. The failure to fulfill that
construct is applicable to those whose
ways are obviously following a different
path, as much as for others who are easier
to fit within the heteronormative notions
but are still left out unsatisfied and lonely
while striving to fit the model. Here we
mainly have in mind those social and
economical practices that Halberstam is
talking about. These are a good filter to
use for thinking about the complex real
life structures of relations - be those as
they may of lone mothers, elderly women,
the poor, the migrants, the Roma and
other groups of people who are subjected
to a variety of mechanisms and forms

of exclusion. Of course, this position is
risking widening and depoliticizing the
very notion of queer.

Sofia Queer Forum is keenly aware of
the danger. This is why Sofia Queer
Forum makes an attempt to build

some bridges and establish solidarity
between various subject positions while
aiming at “opening up” the thinking of
the family as a territory for a range of
options for togetherness, to be “us”. In
the very togetherness implied by the
“us” and the “we” one might discover
various forms for self-definition and
connections between “me” and “you’.
Are loneliness and/or love gender specific
is the question present within the general
frame of events in 2015 that are unified
under the motto “Sweet Union” Is it not
possible to search for sharing beyond

the sexual identity within the situation

of an ever more precarious life? This
kind of life is able to trigger the easy
feeling of loneliness through the enforced



Pasbupa ce, enHa ogoOHA O3NS
Kpuie B cebe cu PUCK [ja pasIupy u
IETIONINTU3MPA CAMOTO HOHATHUE KYUDP.
C sICHOTO Ch3HaHME 32 TOBA,

Co¢us kywsp ¢popyMm npaBu onut

3a MPeXBBP/IsTHE HA MOCTOBE I
COMUAPM3UPAHE MEXXY PAa3TIMIHN
CyOeKTHU MO3UIUY C Ie/ITA 1A
»OTBOPU”~ MUCTIEHETO 32 CEMEIICTBOTO
KaTo TEPUTOPUS HA Pa3TMIHI
BB3MOKHOCTU HA 3a€THOCT, HA ,,HIe”;
KaTo B caMaTa CIIOfIelIEHOCT Ha Te3N
»HIE”-Ta ce OTKpHUBAt pasuu GpopmMu Ha
cebeomnpepensiHe ¥ BPB3KU MEXTY »a3”
W ,,TIC

Vma i on camorara iy nr6oBTa, ca
BBIIPOCH, KOUTO IPUCHCTBAT B 001I1aTa
paMka oT crbutTus 3a 2015 1., obegyHeHN
I1Of; MOTOTO ,,CltajbK cbio3”. Huma

He MOJKe Jja C€ ThPCH CIIOfIeTIEHOCT
OTBBJ CeKCya/THaTa UAEHTUYHOCT B
YCTIOBMATA Ha BCe TTO-HEYCTONYUB
JKMBOT, KOWTO Ype3 IpUHYANTETHATA
MOOMTHOCT, M3UCKBAHETO 33 I'bBKABOCT,
HAITPE>KEHNETO U JINIICATA Ha CUTYPHOCT,
npeyMopara, KOHCEpBaTHBHUTE
KOHCYMaTOPCKY 00pasyt I MOJE/N 1 T.H.
HOpPaXX/a JIECHO yCelljaHe 3a CAMOTHOCT
u 6BP30 MOXKe Ch3[ja/ie IIPeCcTaBara 3a
JIMYeH TIPOBasL; BKIIOYNTETHO IPOBATBT
Jla Ce U3IIB/IHU ,,JIealHNs MOJEN Ha
CeMelCTBOTO.

[Jamu Kywsp IIegHaTa TOYKa MOKe

Ja HU IOKaKe IIbTUIIA OTBB],
HATOBAPEHMSI C OYAaKBAHMA U
dpycTpanyy gUCHUITIHIPAH
XeTepOCeKCyaneH CBAT?

Llenta Ha Codusa kynsp popym 2015

- ClarbK ChI03 € He TOJIKOBA [ja JTajie
OTTOBOPM HA TE€3M BBIIPOCH, a ITO-CKOPO
fia M pa3Bue 1 ja HaMepH IIbTUIIA [1d T
nocrasy nybomraHo. VIHcTpyMeHTHTe,
KOUTO Ca U3IIOI3BAHM 32 TOBA, Ca
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mobility, the demand for flexibility, the
tensions and the lack of security, the over
exhaustion, the conservative consumerist
images and models, and so on. It may
also create the idea of personal failure
including the failure to fulfill the “ideal”
family model.

Is it possible that the queer point of
view may show us the ways beyond

the heterosexual disciplined world

that is loaded with expectations and
frustrations?

The goal of Sofia Queer Forum 2015 -
Sweet Union is not so much to provide
answers to these questions but to rather
develop them and to find ways of

posing them in public view. The tools
used to achieve this goal are above all
anthropological. With those we are trying
to see or at least imagine various models
that are not only oriented towards the
future or present in the “now”, but that
have also existed in the past. On this
territory tradition may appear to be
unconditional. We have the conscious
desire to look for an institutional
positioning of these problems which

in this case means to unite within a
common frame the spaces of the National
Academy of Art, the Sofia City Art
Gallery’s branch “Vaska Emanouilova”
Gallery, alongside other spaces that are
less institutionalized, such as the self-
organized space of the fridge & Social
Center Haspel, as well as the discussion-
based platforms such as the Red House
Center for Culture and Debate.

The central event of Sofia Queer Forum
is the exhibition “They will remember
us in the future” at the Academy Gallery,
which is manifesting the various relations
between “me” and “you”. The exhibition
consists of works defining many possible



Hail-Beve aHTPOIIOTIOTNIECKY; Ype3

TAX Ce OIUTBAMe [1a BULUM VN fia

cu BbOOpasyuM pasIMyHM MOJIe/N, He
CaMO OpMEHTHUPAHM KbM ObIeIeTo

WIN IPUCHCTBAIIN B HACTOSIETO, HO U
CBIIECTBYBA/IM B MUHAJIOTO, Ha YMSTO
TEPUTOPUS TPALULIMATA HE Ce OKa3Ba
6esycroBHa. Cb3HATEITHO € JKeaHMETO
fia Ce THPCU MHCTUTYLVIOHATHOTO
[IpefICTaBsIHe Ha Te3U MpoOIeMn -

B CTy4asi ia ce 00euHAT B 00111

paMKa IIPOCTPAHCTBA KATO TajiepusiTa

Ha HanpoHamHara XyjokecTBeHa
aKazieMust, Tajiepusi ,Backa Emanymnosa’,
¢bumnan Ha Coduiicka rpasicka
XyOXKeCTBEeHa Trajiepus, 3aef{HO C APy,
[0-HepermaMeHTHPAHN MeCTa KaTo
CaMOOPraHM3MPAHOTO IIPOCTPAHCTBO HA
the fridge & Coranen nenTsp ,Xacmen”
VIV II'BK JUCKYCHOHHM IIaThOPMI KaTo
LlenTnp 3a KynTypa u fiebar ,depsenara
KbIla’

LlenTpanHa 3a popyma e nsnoxbara
»llle cu CIOMHAT 3a HaC B ObIeETO”

B rajepusi ,,AKagemns’, KOsTO ITOKa3Ba
Pas3MYHU BPB3KU MEXAY »a3~ U, T . Ta
[IPEJICTAB/IsIBA MHOXKECTBO OT BB3MOXKHI
HAYMHU Xopara fa 6bJaT 3aeqHo,
PasnINYHA ,,HME -Ta, KOUTO Ch3aBaT
PasHOOOpa3Hy MPeICTaB) 38 MHTUMHOCT
u ceMelicTBO. PaboTnTe, BKIIOUEH B
Hesl, 110 eVH WM APYT Ha4MH ca popmu
Ha OTKJIOHEHMe OT 00LIonpueTnTe
BCEKMJHEBHI TIPEICTABH 32 ,,HOPMATHO~
CeMeliCTBO. B TO3M cMUCBTI Te ca Kyusp
JeVICTBIS, KOUTO ITOKa3BaT LIMPOTATa

Ha pa3byupaHeTo 3a TOBA, KAKBO MOXKeE fla
O'bjie CeMeIICTBOTO: MeX/Y CeMelicieomo-
KAmo-3axoH, CBbP3aHO C TPAULIATA,
COLIMATHUTE CTEPEOTUIIN Y HABULI, U
CemMetictneomo-Kamo-npoexm - C OTBOPeH
BEKTOP K'bM O'b/ielleTO KaTo JIMY€eH,
VHTVMEH HaulH Ha CIIOfle/IIHE Ha CBETa.
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ways for people to be together, to have
diverse forms of “us” that are establishing
a variety of notions for what intimacy and
family are. The works in the exhibition
demonstrate, in one way or another,
forms of deviation from the accepted
everyday life notions for a “normal
family”. In this sense they are queer
actions representing the wide range of
understandings for what a family might
be - between the family-as-the-law, which
is rooted in tradition, social stereotypes
and habit, and the family-as-a-project,
which offers an open vector towards the
future as a personal and intimate way for
world-sharing. The exhibition showcases
images and stories of love, longing,
desire, compassion, happiness, and/or
loneliness that are intertwined with more
general themes such as those about the
generational divides, the cultural limits,
the diverse communities, the economic,
social and psychological conditions and
ways of existence for people.

The platform “Circus! My different
family” at the fridge & Social Center
Haspel is also part of Sofia Queer Forum
2015. It provides a space for participation
and debate while targeting marginal
groups, people with restricted access

to culture and those who feel different
and unrepresented in society. This is an
open-call exhibition in process where

all submitted proposals are accepted
without selection as long as they refer to
the theme of “my different family”, as well
as a cycle of debates moderated by the
cultural anthropologist Stefan Krastev.
The parallel programme presents the
exhibition “Life - that is two women”

in the “Vaska Emanouilova” Gallery
which is investigating the image of the
mother as one of the most persistent and



V3nox6ata cbrbpka 00pasu 1 NCTopun
3a TI0O0BTa, KOITHEXa, )KeJTAaHNETO,
CBIPUYACTHOCTTA, IIACTUETO W/ VN
caMoTara, KOUTO Ce MPEeIUINTAT C HOo-
001y TEMM - KaTO Te3] 3a IIOKO/ICHMATA,
KYITypHUTE TPAHUIIN, Pas/IMYHNUTE 10
Xapakrepa cy 0OLIHOCTY, MKOHOMIYECKH,
COIIMA/IHU U TICUXOIOTMYECKH YCTIOBUA 1
HA4JHY Ha CBIIECTByBaHe HA XOpaTa.
Yacr ot popyma e u maropmara
»Lupk! MoeTo pasnmyHo ceMeiicTBo”
B the fridge & CounaneHn neHTbp
»Xacrnen’, KOATO faBa MACTO 3a

ydactye u iebaTy U e Haco4eHa KbM
MapTryHATHU IPYIIN, XOpa C OTPAHNYEH
[OCTBII 10 KY/ITypa ¥ TaKNMBa, KOUTO Ce
YyBCTBAT PA3/IMYHM Y HEIIPE/ICTaBeHN

B o61iecTBOTO. [IpoekTsT 06enmHsABa
U3710)K0a B TIPoLieC, B KOATO Ce IpyeMaT
6e3 celeK1ys BCUYKM TTOCTBIIVIIN
IIpeIOKeHNs Ha TeMa , MoeTo pasmnyHo
CeMeICTBO, U cepusi OT fiebaTu, BOieHn
ot anTpononora Credpan Kpbcres.
[Tapanennara mporpama BK/IIOYBa Ollie

" n3noxbata ,,KUBOTBT - TOBa ca ABe
>KeHM” B ranepus ,Backa Emanynnosa’,
KOSITO U3C/IefiBa 0Opasa Ha Maikara
KaTo eJVH OT Hall-yCTONYMBUTE U
KOHCEpBATVBHM 00pasy B TPaAVLIMATA HA
6'BIrapcKOTO M300PA3UTETHO USKYCTBO.
B Tasu paMka ce pasnonaraT u JeKIMnITe
Ha Cuparo lHuapa n bossH ManueB.
[Ty6nu4HuTe IpeACTaBAHNA BKIIOYBAT
ole 1 nekuus-pasrosop ¢ Kapnoc Mora
3a IIpoeKTa My [#eH0vp mananmu u
I7IOCTHATa My paboTa 1o nmpobniemure
Ha IeMOKpauMsTa, YJOBEIIKUTE IIpaBa

U KYITYPHUTE PasInyns, KaKTo 1
IpeficTaBsaHe Ha ciycanneTo DIK
Fagazine u onnTa C M3C/IegBaHETO I
OCMICIIAHETO Ha KYU'bP apXVBI Ha
Kapon Pagymiesckin.
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conservative images that are traditional
for visual arts in Bulgaria. The same

part of Sofia Queer Forum hosts the
lectures of Syrago Tsiara and Boyan
Manchev. The public presentations

were complemented by the lecture and
discussion with Carlos Motta concerning
his project Gender Talents as well as his
entire work on the issues of democracy,
human rights and cultural differences.
There was also the presentation of the
DIK Fagazine and the experiences related
to investigating and thinking about

the queer archives of the artist Karol
Radziszewski.
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LE CH CITOMHAT 3A HAC B bBbAELLETO
THEY WILL REMEMBER US IN THE FUTURE

lanepusa ,Akapemus”, HaumoHaAHa XyAOXECTBEHA akapAeEMUS
Academy Gallery, National Academy of Art

Mckpa baaroesa
AnekcaHAbp leprnmHoB
Hunbap MNopeLu
AaHuena KoctoBa
Bukropust Aomacko
Kapaoc Morta

Kapon PapumiueBcku
WNoara Paiikoscka
AHyc Cama

PapoctuH CepeBueB

AceH 3rypoBCKH

KYUDBP KYTUA
Kypatop BeHeanH LLlypenoB
MapTtuH lNeHeB

AHren YobaHoB

Iskra Blagoeva
Alexander Gerginov
Nilbar Glres
Daniela Kostova
Victoria Lomasko
Carlos Motta

Karol Radziszewski
Joanna Rajkowska
Jaanus Samma
Radostin Sedevchev

Yasen ZgurovskKi

QUEER BOX
Curator Venelin Shurelov
Martin Penev

Angel Chobanov



Hukora He cMe 61u Kyubp 1 BBIPEKN
TOBA Jla-CU-KyW'bP CHIECTBYBA 32 HAC KAaTO
UJI€TT, KOIITO MOKe [ja 6'bjIe TTOUepIian

OT MMHAJIOTO I Ja O'bJie M3IION3BaH 3a
BBOOpassBaHeTO Ha Obele.

Xoce Ecreban Mynbos, Cruising Utopia'

»llle cu cioMHAT 3a Hac B Obaemero”

€ N37105k0a, BIbXHOBEHA OT CTUX

Ha Cado, KoiiTo e 00pblIeHIe KbM
He3HaliHa Mr00uMa - ,, Hakoii me cu
CIIOMH3I, Ka3BaM, U B IPyT' BpeMeHa 3a
Hac..”?,

Kou cme ,,H1e”, KO € TO3U ,,HAKOI U
kora (B ObfIeleTO /IN) Beye IIe ,,CMe™
crioMeH (0T MUHAJIOTO JIN), 1Ile CMe B
ITaMeTTa JIM, KOATO ce IOMHI? 3a cTuxa
Ha Cao HACTOSIIIETO € pelaBall
MOMEHT 3a BbOOpa3sBaHeTO Ha JPyTo
BpeMe; MoXKe 61 Ha Obfelte, MoXe 61

Ha MIMHAaJIO B O'bIEIIETO, a MOXKe 61

Ha OHOBa BpeMe, KOeTO € Bb3MOXKHO,

HO KOETO HMKOTa HsIMa Jja Ce CIIYYM.
Borpexn ToBa ,,Ka3BaM™ € pelnTesieH
nepdopMaTUBEH aKT, KOWTO, HE3aBUCUMO
OT BEPOSTHUTE IIPOBAJIN, YTBBP>KAaBa
cuIaTa Ha eJHO KOHKPEeTHO ,,Hue .
»Hue” e OH3U Bpb3Ka MEXAY ,,a3~ 1
»TI, KOSITO He CaMo IIpefiCTaB/IsIBa
pasIMYHM MOJENN Ha UAEHTUDUKALUSA U
pasrpaHMYeH s, HO I JaBa IpefcTaBaTa
3a CBAT - 3a LIEHHOCTH, IIOBEIEHIIE,
4yBCTBA, KOUTO CBOMPAT XOpaTa.
Vsnox6bara ce Bpblila KbM MUCTEHETO
3a Tasy [I'’bPBUYHA KOHCTPYKIMS HA

! José Esteban Munoz, Cruising Utopia: The Then
and There of Queer Futurity, New York: New York
University Press, 2009, p. 2.

2 Cado, 100 + I ppaemenma, IpeBOL, OT
craporpbukn Sxa bykosa, Codus: Crurmarn,
2009, ¢dp. 85, cTp. 118.
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We have never been queer, yet
queerness exists for us as an identity
that can be distilled from the past and
used to imagine a future.

José Esteban Munoz, Cruising Utopia'

“They will remember us in the
future” is an exhibition inspired

by Sappho’s verse addressing the
unknown lover - “Someone will
remember us, I say, even in another
time .. 2.

Who are “we”, who is this “someone”
and when (in the future?) will “we be”
memory (from the past?), a memory
to be remembered? In Sappho’s verse,
the present is the defining moment
for imagining another time; perhaps a
future, perhaps a past in the future, or
perhaps that time, which is possible,
but will never be. Yet, “I say” is a
resolute, performative act which,
irrespective of the likely failures,
affirms the power of a specific “we”.
“We” is that connection between “me”
and “you” which not only represents
different models of identification

and delimitations but provides

the idea of a world - of values,
behaviour, feelings - which brings
people together. The exhibition goes
back to the interpretation of this
primary structure of community and
focuses on various possible forms

! José Esteban Mufioz, Cruising Utopia: The Then
and There of Queer Futurity, New York: New York
University Press, 2009, p. 2.

* Sappho, 100+1 Fragments, Bulgarian translation
\by Yana Bukova, Sofia: Stigmati, 2009, Fr. 85, p.
118.



OOIIHOCTTA, KaTO aKIEHTUPA BBPXY
pasIMYHM BB3MOXHM POpMU Ha
3aegHOCT. [T0-6/11130 10 ycTaHOBEHMTE
COLVIaJTHI MO/ VIV [O0-/lasieve,
BCUYKI T€ TOKa3BaT OTHOCUTETHOCTTA
Ha BB3NPUATUATA 32 CEMEICTBO,
MHTUMHO CITOfieJIsIHE, MAITYMHCTBO,
pO/U Ha MBbXKA U )KEHATa, KAaKTO U Ha
camusi ujeasn 3a 3aefHOCT, CBbP3aH

¢ pasbupaHusTa 32 OCHIECTBEHOCT,
LIacTye U ,,HOPMaTHOCT .
XyZOXXHUI[MTE CH3/JABAT MU U3C/IEBAT
apXVBM, MPOHMU3UPAT K/IUILIETA,
pasKasBat UCTOPUM, IPEOCMUCTIST
MIHAJIOTO 1 CU BbOOpassBaT Objelle,
KaToO 110 Pas3inyeH HaunMH paboTure UM
BOJISIT KbM CBETOBE, PA3/IMYABAIIN CE OT
JOMUHMPAIINTE COLVATHU CTEPEOTHUIIN.
Cemeticmaomo-kamo-3axoH - KaTo
VHCTUTYLNS, CBbP3aHa C HABULUTE,
TPaiNLMNATE M BIACTOBUTE IIPOLIEAYPH,
U CeMeticmeomo-Kamo-npoexm - Kato
MHTUMHOCT U CIO[eJIsTHE, KAaTO CBSIT, Ca
JiBe MOJJA/THOCTH, KOUTO IIPUCHCTBAT BbB
BCUYKY [IPOV3BENIeHNs B U3/TOXKOaTA.
VIMeHHO TeXHNTE TPeCeYHN TOUKN
laBaT BUIMMOCT Ha OTMECTBAHMATA

B HACTOSIIETO, B KOETO Ce ChCTON

Y NOZIUMUYECKOMO HamepeHue Ha
CBOUTHETO.

Kaksa e mppdopmaruBHaTa cuma

Ha pasKasuTe M KaK Ch3JaBaHETO Ha
UICTOPUY BOIM K'BM ,,JPyTO BpeMe”
MOJKe [1a ce BUAY BB pmiMa Ha
Kapmoc Mora JKenanus, TeKCTbT

3a KOJTO e HaIMCaH CbBMECTHO C
Mas Mukpamm. Bpbianero Hasap
K'bM K'bCHUSI KOTIOHUATIEH TIEPUOT,

B Komym6ms n xbcHata OcMaHCKa
nMiepus B belipyT ce ciryuBa upes
JKUTENCKIUTE CHOM Ha [IBE TEPONHN,

B KOITO Ce OTpPa3siBaT HaIjacuTe Ha
BpEMETO, 3aKOHITE Ha CEMEICTBOTO

of togetherness. Whether closer to
the established social patterns or at a
distance, they all reveal the relativity
of perceptions of family, intimate
sharing, motherhood, roles of the
man and the woman, and of the ideal
of togetherness associated with the
understanding of a fulfilling life,
happiness and “normality”.

Artists create or explore archives,
deride clichés, tell stories, rethink

the past and imagine a futurity, their
works lead in one way or another to
worlds that differ from the dominant
social stereotypes. Family-as-the-law
- as an institution associated with

the habits, traditions and power-
exercising procedures, and family-as-
a-project - as intimacy and sharing, as
a world, are two modalities present in
all the works in the exhibition. Their
points of intersection are the ones that
make shifts in the present visible, and
this is precisely the political intent of
the event.

What performative power the
stories have, and how the creation
of stories leads to “another time”,
can be seen in Carlos Motta’s film
Deseos (Desires), with the script
co-written with Maya Mikdashi.

The retrospective look at the late
colonial period in Colombia, and

the late Ottoman Empire in Beirut,
goes through the life and destiny of
the two characters that reveal the
attitudes of the time, the laws of the
family and the stigma of public habits.
Martina’s androgynous nature makes
her different from the others in the
same way as the wishes of Nour prove
impossible to come true within the
traditions of society. This difference
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U CTUIMaTa Ha 00IeCTBEeHNTe
HOPAAKN. AH[POTMHHOCTTA Ha
MapTuHa s pasnnyaBa OT OCTaHAINUTe,
TaKa, KaKTo >kefaHMATa Ha Hyp ce

OKa3BaT HEOCHIECTBYMU B PAMKITE
Ha TPAfMI[MUTE HA OOIIEeCTBOTO.
PasnuuneTo cOmmkasa gBete

repouHM Ha puIMa 1 BaTa paskasa,
KONMTO MHa4Y€ BbI/I'bIJaBaT OTAC/THU
MICTOPUIECKN TIPOLieCH, reorpadust u
counmanHa cpega. BpobpassBanero Ha
Te3M YXUTECKN UCTOpKH ce 6asupa
eIHOBPEMEHHO Ha JOKyMeHTaHU (aKTi,
Ha MHTEPIIPETAIVS M Ha KPUTUYECKA
pedrekcus 3a BpeMeTo, KbM KOETO

ce OTHACAT. Bprpexn Henpukpurara
NOAUMUYHOCT HA TO3U TIOJIXOJI, KOATO

ce CCTOM B TOBA JIa Ce TOBOPY I10 [IPYT
HAYMH, fIa Ce pa3Ka3Bar MOTUCHATH
MCTOPUM, [Ia C€ THPCAT AITEPHATUBH,
¢GUIMBT He TONKOBA IeK/Iapupa
ompefeneHa MO3MIYs, KOIKOTO JaBa
BBH3MOXXHOCT. B Hero Ba>kHa e eMouusra,



< Kapnoc Mora, XenaHus, 2015

Carlos Motta, Deseos (Desires), 2015

HO He KaTo MpalOHa/IHa CU/Ia, KOATO
e IeCTPYKTUBHA CIIPSIMO ,,pasyMHUTE”
OIIOPY Ha CBETA, a KATO MHCTPYMEHT Ha
eMIIaTus, KOJTO Ype3 e3MKa Ha 4yBCTBaTa
nosumuyecky pa3impsBa IpefcTaBuTe
3a YOBEIIKM CBAT. T'braTa 1 60/IKara,
M060BTA Y KOITHE)XX'BT, IIPEaTe/ICTBOTO

¥ IpouIKara ca 60/1e3HeHO OTKPUTH
TaKa, 4e BBIIPEKN OCTPOTaTa Ha
BBTPEIIHNUTE IPOTUBOPEYNs U OUTKY f1a
HOCAT yCellaHeTo 32 YMUPOTBOPEHIe

OT )KMBOTA, OT CaMMisI aKT Ha JII000B 1
Hail-Bedye OT IIOCTUTAHETO Ha cebe CH.
JlBata paskasa BCHIIHOCT IIOKa3BaT
dbopmupaHeTo Ha CUIHM CyOEKTUBHOCTH,
KOVITO TI0 €fjVH VIM APYT HAYMH YCILSIBAT
Jla HaMepPSIT Bb3MOXKHA MO3ULINS U POJISI
B 0011[€CTBOTO.

Kynbp emonmonannocrra, KoATo
€THOBPEMEHHO KPUTIYECKN pasmmpsBa
MO3HAHMETO M HOCH B cebe cu ciara

Ha eMIATUATA, KATO PasKpuBa CBeTa Ha
APYIusi, € OTIPAaBHA TOYKA M HEIIACEH
apryMeHT B MHOTO OT paGoTuTe Ha
Hun6ap I'opemnr. B nsnoxo6ara ca
BK/IIOUeHM /iBe poTorpaduu ot cepusta
¢ir¢ir, KOUTO TIOKA3BaT [{Be Pa3TNIHN
[PEICTaBN 3a MOBEEHNE Ha KeHATa.
Xyno>KHIYIKATa HaMypa peceTHITe
TOYKV MEX/Y TSX OTBBJ] TOKO/IEHNSTA

VI COLIVIAJTHMA CTATYC U ,,IPUMMPSIBA”
IPOCTPAHCTBATA, B KOUTO Ca ITOKA3aHM
Te3M YKEHMI: HIICKO 10Ny, B ABOPA, I
BICOKO TOpe€, Ha X'b/IMa. PazTBapsiHeTo Ha
KOKYXYeTO CSIKAlll pasKpyBa U IbPANTE,
TO € MO/IUTBEHO 0OpBIljaHe KbM HebeTo

u 6ora. )KecThT € MHOTO pas/inyeH OT

longing, betrayal and forgiveness,

all are painfully exposed in such a
way that, despite the acuteness of
internal contradictions and battles,
they can bring a sense of peace born
from life, from the very act of love,
and especially from self-affirmation.
In fact, the two stories show the
formation of strong personalities who
in one way or another manage to find
a possible position and role in society.
Queer emotionality, which
simultaneously expands the critical
knowledge and is charged with the
power of empathy that opens up the
other person’s world, represents the
starting point and implicit argument
in many of the works of Nilbar
Giires. The exhibition includes two
photographs from the ¢irgir, series
that show two different ideas of the
behaviour a woman should have. The
artist finds the points of intersection
between these ideas beyond the
generations and social status, but

also goes further in “reconciling”

the spaces where these women are
depicted: down low in the yard and
high up on the hill. Her gaping coat
as if uncovers her breasts too, it is the
addressing of the heavens and god in
prayer. The gesture is very different
from the two daring bodies turned

to each other in the photograph
Breasts. The opposition in these
works, however, has been brought to a
complete, comprehensive picture of a
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ABP30CTTA Ha IBETE YCTPEMEHM €FHO KbM
#pyro Tena BbB ¢pororpadusra ['spoume.
OmnosunysaTta MeXay paboTute obade e
CHeTa B 3aBbpIIIEHa, IS/IOCTHA IIPEACTaBa
3a JKEHCKM CBST, B KOJMTO HsIMa HUMKaKBa
HETOCTATBYHOCT, JOPY HAIIPOTUB -
CAMOCMOSMENHOCMIMA HA MO3U CBAM MY
oasa cunama 0a 6v0e Uenusm 6v3MOoNceH
ceam.

U 3a Hun6ap lopenr, KakTo u 3a
MHOTO OT APYTUTE ABTOPY, BKITIOYE€HU
B M3/I0XK0aTa, TpafMINATA, HEITHUTE
3HAI, CMMBO/INKA, IPOCTPAHCTBA Ca
Ba)KHI, JOKOIKOTO B TAX MOTAT [ia Ce
OTKPHAT BBTpelTHu pparMeHTH, KOUTO
He MacBaT B MOHOTUTHNUTE MPENCTABU
3a HaCTIeACTBO, Ja Ce HAMEPAT APYIu
ITIEAHN TOYKY, IPYTO Bb3NPUATHE.
TpagunusaTa e Helyo GIN3K0, KOETO €
YacT OT YOBEIUKATa MAEHTIIHOCT, HO

€ ¥ KOHCEPBATUBEH 3aKOH, HAIICaH

oT 6amyTe 1 3a GALIITE, KOMTO IMa3n
CTaTYKBOTO B 001I[eCTBOTO.

22

female world that does not suffer from

any shortage, on the contrary - the
independence of this world empowers it
to be the whole possible world.

To Nilbar Giires, and also to many
of the other artists presented in the
exhibition, the tradition, its signs,
symbols, spaces, are important to
the extent to which it is possible

to find internal fragments in them
that do not fit into the monolithic
notions of legacy, to find other
points of view and a different
perception. Tradition is something
close, a part of human identity, but
it is also a conservative law written
by the fathers and for the fathers,
aiming to keep the status quo in
society.

In her graphic reportages and
drawings, Victoria Lomasko often
refers to the subject of the family and
more specifically, the role of women in



< Hwunbap lopew, Mpaunte (Gégusler), 2010 / CepuH, 2010

Ot cepusTa cirgir

Nilbar Glres, Breasts (Gdgusler), 2010 / Nilbar Glres, Sefine, 2010

From the series circir

B cBouTe rpadmunu penopraxxu u
pucynku Bukropus Jlomacko yecto
3acAra remara 3a CEMeICTBOTO U Hall-
Beye 3a pOJIsiTa Ha )KEHNTE B HETO,
npobemMiuTe, C KOUTO Te Ce Cpelar

B IIaTpMapXajHNUTe CTPYKTYPH,
KOHTPO/IMpPaHN OT MbKeTe. PaboTuTe Ha
JloMacKo NpaBAT BUAVIMYI TPYRHOCTHUTE,
mpefn KOUTO Ce M3MPABAT Pa3BeIeHITe
>KeH! B IPOBMHIMATA B Pycms,

CeKC pabOTHIMYKNTE, TeCOUITCKITE
cemericTBa. II'pTemecrBusTa i1 B
Kupruscran, EpeBan (Apmenns),
JTarecTaH mokasBaT 0COO€H TIII
CMecBaHe Me>Ky MOJIePHO U
TPaJUIIIOHHO 001[eCTBO, B KOIITO
BCe OlIie IO TO/IAMa CTENeH Ce 3amasBa
CH/IaTa HA POOBUTE 3aKOHU, KOUTO
OTPEXAAT Ha )KeHaTa BTOPMYHA

PO B CEMENICTBOTO 1 CIIOMArar 3a
TOBa T: [1a 6'ble 00€eKT Ha Pa3TMIHI
dopmu Ha HacuIMe, TPOU3XOKATI I
OT CaMMTe PeTUTMO3HYU U KYITYPHHU
nopsigku. Tpurte 06pasa, BKIIOYEHN B
usnoxx6ara nox popmara Ha IUIaKaTy,
IPefICTAB/IABAT BCHIHOCT MIA0IOHN
(cTeHCMMM), KOUTO XYTOXKHMYIKATA
peanusupa 0OMKHOBEHO B Irpajicka
cpena. Kparkara, gupektHa popma

Ha TeXHITE IIOC/IaHMsI HaCOYBa
morieaa KbM OrpoMHNI pobiiemu,
CBBP3aHU C Bb3NIPUEMAHETO Ha
JKeHaTa Ipeyt BCUYKO IIpe3 HellHaTa
(YHKIMA Ha TapaHT 3a CTAOMIHOCTTA
Y UKOHOMMYECKOTO TIPOJb/DKaBaHe

Ha popa. HermacHusT oTkas 3a

llaBaHe Ha PaBHY [IPaBa 1 [[EHHOCT

it, as well as the issues they face in the
patriarchal men-controlled structures.
The works of Lomasko bring into
the open the hardships experienced
by divorced women in the Russian
countryside, sex workers, lesbian
families. Her travelling around
Kyrgyzstan, Yerevan (Armenia),
Dagestan, reveals a particular mix
between modern and traditional
society still largely recognizing

the authority of family laws, which
impose on the woman a secondary
role in the family and contribute

to her suffering violence in various
forms originating precisely from
the religious and cultural habits.
The three images, featured in the
exhibition on posters, are in fact
stencils usually produced by the

artist in an urban environment. Their
short, direct messages draw focus on
enormous problems, associated with
the perception of the woman first and
foremost in terms of her function

as a guarantor of the stability and
economic procreation of the family.
The implicit refusal to grant equal
rights and value lies in the core of
most of the problems associated with
domestic violence and misogynous
attitudes of the public such as those
expressed towards childless women.
Violence is embodied in the very act
of excluding women from publicity
and confining them to the home
space, along with the issues about



AomallHo, 2014; AALT He e B OTCHCTBMETO

Buktopua Aomacko
Komy e ANbXKHA Aa CEAMLL BKBLUM?,
2014; TorkoBa He3abeAexUMO, TOAKOBA

Ha Aela, a B HaTUCKa Ha xopara...
BespeTHa - 3a HULLO He cTaBa, 2015

CTOM B OCHOBATa Ha rojfMa 4acT OT
pobiemMuTe, CBbP3aH C JOMAIIHOTO
HacuIMe M MU3OTMHHITE HACTPOEHNUs

B 0011[eCTBOTO, PeaNn3upally ce B
HAIJIaCUTe CIPSIMO Oe3IeTHIUTE KeHU
HATpUMeD.

Hacummero, K0eTo HOCH CAaMOTO
JelicTBYE Ha U3K/IIOYBaHE Ha JKEHUTE
OT MyGIMYHOCTTA, 3ATBAPAHETO UM B
NPOCTPAHCTBOTO HA JOMA, 3a€THO C
BBIIPOCHUTE 32 IPABOTO [1a MPUTE)KABAT
M BIaJeAT COOCTBEHUTE CU TeIa U

Ja U30MpaT HaYMHA CH HA )KUBOT,

Ca TOYKUTE, B KOUTO MUCIEHETO 3a
pasnuuuATa (Ha Kywsp) ce fo6mmnkasa
10 OCHOBHM TeMU BbB peMUHN3MA.

B pa6orara ITucmo do Posa Vioana
PaifkoBCcKa 3X0X/ja OT IIPABOTO Ha
JKeHaTa Jja IIpUTeXXKasa 1 a pabotu

CBC COOCTBEHOTO CU TATIO, KATO

CITOfieTIs C'hC 3PUTENINTE MHTUMHATA

C Bp'B3Ka ChC CBOETO fieTe - Posa.
VI3HOCBaHeTO U paKaaHeTo Ha 6ebeTo
XyO)KHIYKATA IPEBPBIIA B IPOLIEC

Ha CIIOfie/IsIHe MEXAY TAX U ChC CBETa,
KOJITO ChIIIEBPEMEHHO C TOBA € I
[poliec Ha IpefjaBaHe Ha KYATypHa
namer. To3u cBoeobpaseH 3aBer ce
CITy4Ba MHTYUTVMBHO MEXAY MaiiKaTa 1
moiepsita. Toit o6ade He Kacae KEHCKUS
CBSIT WJTU YKEHCKATa POJisi B 001€CTBOTO,
a IIpeCTaB/IsIBA {BIOOKO TMYEH aKT

Ha MPOIIKa, Ha TpaHchOopMaIys Ha
HeraTuBHATA IIAMET 3a BPEMETO Ha
HalM3Ma, IpeBbPHAa Ce B KOJIEKTUBHA
TpaBMa 3a IIO/ICKaTa UCTOPUS - B HOBO
Hayaso, B MO3UTUBHA Bb3MOXKHOCT.

Whom are you sitting at home for?, 2014;
So unobtrusive, so domestic, 2014;

It is not being childless that is hellish, but
the pressure people put on you for being

childless... A childless woman is a waste

MoaHa PaiikoBcka
Memo Ao Poza, 2012, cAaiALIOy ¢ KOAAXM
Joanna Rajkowska
A Letter to Rosa, 2012, slideshow of collages

Victoria Lomasko

Konekums / Collection Wroctaw

of space, 2015 Contemporary Museum, Poland

their right to own and possess

their own bodies, or to make life
choices. These are the points where
the thinking about differences
(about queer) draws nearer to major
subjects in feminism.

Joanna Rajkowska has based her work
A Letter to Rosa on the woman’s right
to own and work with her own body,
and shares with the audience her
intimate relationship with her child
Rosa. The carrying and delivery of
the baby is presented by the artist as
a process of sharing between mother
and child, and between them and the
world. It is also a process of handing
down cultural memory. This specific
legacy is passed on intuitively from
mother to daughter. However, it

does not concern the female world
or the female role in society, but is

a deeply personal act of forgiveness,
of transformation of the negative
memory about Nazi times, which

has grown into a collective trauma in
Polish history, into a new beginning,
a positive opportunity. The drawings
and stories, thought of as a long letter
to Rosa, show the strength of the
female voice, of the mother who can
step into the traditional male role

of the father in handing down the
knowledge and meaning of ancestral
memory.

The image and role of the mother is
a subject present in the exhibition
They will remember us in the



A HE & TedTeTIM
AETEA,

A B AABAENNK
AMAER
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PrcyHKuTe 1 paskasure, MUC/IEHN KaTO
eIHO IB/Iro mucMo 1o Posa, mokassar
cyiaTa Ha )KeHCKMs I71ac, Ha Majfkara,
KOSITO MOXKe JIa 3aeMe TPa/MLMOHHATa
poJist Ha MBKa - baiara, mpu
IIpefjaBaHeTO Ha 3HAHMETO U CMUCBH/IA Ha
popoBara mmamer.

OO6pa3bT 1 porIsATa Ha MAJIKaTa € TeMa,
KOATO MPUCHCTBA B M3TM0XKbaTa ,,1l]e

CH CIIOMHAT 3a Hac B 0baeniero” 1
MPOXB/DKABa B APYTUTE CHOUTIS,
Konto ca yact ot Codirsa Kynwnp
®opym; MaliKaTa KaTo >KeHa, KaTo
MasUTeKa Ha TPAIMUIUATA, KATO TapaHT
3a MPOIb/DKEHNETO Ha CEMEIICTBOTO,
KaTO CMMBO/I Ha MIWIOCTTA ¥/ WIN
CTpajlaHMETO, NSKYIUIEHNETO, IPOIIKATA.
B pamkuTe Ha 6b/ITapcKara KyniTypa
MajiKaTa pefyu BCUYKO € TO3UTHUBEH,
CBETH/I IePCOHAX. Ts HEM3MEHHO e
pasbupara, obuyaiia 1 CBbp3aHa ¢
moma’, 3aroBa 1 paborara Ha Vckpa

* Bppxy o6Opasa, ponara 1 ¢purypaTa Ha Maykara
€ 06'BPHATO CIIeNMaTHO BHIMAHNUE B PAMKITE Ha
Codus xkynvp popym B usnoxbara , KnBorsr -
TOBA ca JBe XKeHu
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future and continued in the other
events that are part of Sofia Queer
Forum; the mother as a woman, as a
guardian of tradition, as a guarantor
for the continuation of the family
line, as a symbol of mercy and/or
suffering, redemption, forgiveness.
In Bulgarian culture, the mother is
above all a positive, bright character.
She is invariably understanding,
loving and connected with her home?,
which is why the work of Iskra
Blagoeva appears to be controversial
in terms of the imposed stereotypes.
The artist refers to the mythological
image of Harpalyce in which she
finds a phantasmatic antithesis of the
good and kind image of the mother
and in this way denaturalizes the
characteristics and values this image
associates with. The background in
black, the dark colours and the picture

> The image, role and figure of the mother are
specifically addressed within Sofia Queer Forum in
the exhibition “Life - that is two women”



< Wckpa braroesa, Camata Xapnanuka BHe3anHo ornaaHs, 2015

Ot cepusata YepHu KapTuHM OT PaAOCTHU cboUTUA

Iskra Blagoeva, Harpalyce Suddenly Got an Appetite Herself, 2015

From the series Black Paintings of Cheerful Events

braroesa ce okasBa IpOTUBOpEYMBA
CIIPSIMO CBIIECTBYBAIINTE CTEPEOTUIIN.
O6pbIaiky ce KbM MUTOTOTMYHUA
06pas Ha Xapranmka XyJoXKHNIKaTa
Hamupa (paHTa3MeH aHTUIIOJ Ha
nobpus u 6ar oO6pas Ha Marikara,

KaTo I10 TO3U HAuUH IeHaTypalusupa
XapaKTEePUCTUKUTE U LIeHHOCTUTE, C
KOWTO TO¥I ce cBbp3Ba. YepHuar ¢oH,
THMHHUTE IIBETOBE ¥ KApTUHATA C
yMpsi/Ia IITHUIIA TIOAYepTaBaT yCellaHeTo
3a CMBPT, 00PAaTHO Ha pa>KIAAHETO

U IIofoBUTOCTTa. Makap u a

u36Mpa IepcoHaXXk OT MUTOJIOTHATA,
aBTOpPKaTa IpeBpbllja XapHaanKa

B CbBPEMEHHIYKA U A IIOCTaBs BbB
BPBb3Ka C KOHCYMaTOpPCKaTa KyITypa,
KOATO , TMpaKupa~ o6pasa Ha KeHaTa
KaTo 00EKT Ha MBXKKIUTE XKeTaHUs 1
crpacTi. B cydas cmbpTTa e pasbpana
ot VIckpa braroeBa KaTo pajinkaneH
JKeCT Ha OTKa3 OT y4yacTue, KaTo KpaliHo,
YyJOBUIIHO IPeKbCBaHe Ha MMHUATA HA
BB3IIPOU3BOJCTBOTO.

Kpurnyna riegsa To4ka cnpsamMo
CTepeoTHNNTe KaTO MHCTPYMEHTH Ha
penpe3eHTANA U HA ,HOPMATN3anus
Ha pasIMuuATa B 00IECTBOTO MOXKe
i ce OTKpHe B rO/IAAMA 4acT OT
paboTure B u3nox6aTa; 6110 TO BHB
Bpb3Ka C TPAAULNATA, C MOMY/IAPHITE
paséupaHs WIN C yCBOCHUTE
KnuueTa. B paborara Ha SInyc Cama
AAFAGC (npunosxHo uskycmeo 3a

2eil k11y6), Cb3faieHa CbBMECTHO

¢ Ao IlajicTuk, Te ca u3BemeHN

Y KOMEHTMPAHM Ha eCTeTUIeCKO

of a dead bird intensify the feeling of
death, as opposed to birth and fertility.
Though she chooses a character from
mythology, the artist depicts Harpalyce
as our contemporary and connects

her with the consumer culture which
circulates the image of women as an
object of male desires and passions. In
this particular case, death is interpreted
by Iskra Blagoeva as a radical gesture
of refusal to participate, as a terminal,
monstrous interruption of the line of
reproduction.

A critical viewpoint on the
stereotypes as tools of representation
and “normalization” of the differences
in society can be found in many of
the works included in the exhibition;
whether relating to the tradition, or
popular views or adopted clichés. In
the work of Jaanus Samma AAFAGC
(Applied Art for a Gay Club), created
together with Alo Paistik, they are
developed and commented at the
aesthetic level. The photographs

in the exhibition are related with a
video project of six short scenes of
half-naked, erotically attractive men
working. The project itself comments
on the homoerotic videos usually
shown in gay clubs, and contrasts

two realities, ironically highlighting
the stereotypes to which they relate:

on the one hand the provincial,
traditional world, the idyllic idea about
countryside and labour, and on the
other hand, the urban, cosmopolitan



HuBo. Potorpadunre B u3noxKOATA

ca CBbP3aHM C BUJIE0 IIPOEKTa OT

IIeCT KPATKY CLIeHV Ha IOTyTO/IN
epOTUYHO IPUBJIEKATETHY paboTeln
MBKe. CaMMAT MIPOEKT KOMEHTHpa
XOMOEPOTUYHUTE BUied, 0OMKHOBEHO
IIOK3BaHIU B reil KIyboBeTe, 1
IIPOTUBOIIOCTABA JiBE PEATTHOCTH, KaTo C
MPOHMS aKIEHTVPA BbPXY CTePEOTUIINTE,
C KOUTO Te Ca CBbP3aHI: OT eJHA CTPaHa,
IPOBMHIIVATHUAT, TPAJULIVIOHEH CBAT,
VJVINYHATA TIPECTaBa 3a CETIOTO

Yl TPYZia, M OT PyTa - IPaJiCKUAT
KOCMOIIO/INTEH HAUMH Ha ChIeCTBYBaHe.
CMecBaHeTO VM IOpaXK/ia apaloKCaTHU
U IOJYEPTAHO TeaTpanu3upany oopasu,
B KOMTO JIMa €/IeMEHTH eTHOBPEMEHHO
OT MEHCTPUIIM TIell eCTeTUKaTa I

OT ITACTOPATHOCTTA Ha CEJICKNA OUT.

Te naBaT Bb3MOXKHOCT 32 KPUTUYEH
TIOI7Ief] BbPXY HaTypaIn3MpaHNUTe
IIPe/ICTAaBN 3a ,eCTeCTBEHUSA JKMBOT

way of life. Their mix gives rise to
paradoxical and pointedly staged
images combining elements of both
the mainstream gay aesthetics and
the pastoral scenery of rural life.
They allow a critical view on the
naturalized ideas of the “natural”

life and values which in the modern
national mythologies are often related
to the countryside (village) as a space
more authentic and closer to the
nature than the city. Thus, the skilful
handling of visual codes provided in
the works of Samma, and their being
staged, produces an ironic distance
from the dichotomy city - village,
cosmopolitan - provincial, natural
(genuine) - false (artificial).

The use of recognizable images and
symbols, and their combination in
an absurd, even sham, manner is

also present in the work of Alexander
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< AHyc Cama, AAFAGC (punoxHoO u3KycTBo 3a revi kny6), 2010, cbBMeCTHO ¢ AAo MaicTnk

Jaanus Samma, AAFAGC (Applied Art for a Gay Club), 2010, in collaboration with Alo Paistik

¥ LIeHHOCTH, KOUTO B MOJIEpHITE
HAI[VIOHa/THY MUTO/IOTUM YeCTO ca
CBBP3aHM C IPOBMHIMATA (CEIOTO) KAaTO
IPOCTPAHCTBO, KOETO € IT0-aBTEHTUIHO
U 671M3KO J10 TIPUPOHOTO, 32 Pas3/nKa
OT rpajia. 3aToBa 1 YMeTIOTO OOpaBeHe

C BU3YaJIHM KOJJOBe B paboTnTe Ha
Cama, TAXHaTa MOCTaHOBBYHOCT,
HOCTHUTA VPOHMYHA AVCTAHIA

CIIPSIMO AMXOTOMUSITA TPaf - CEIo,
KOCMOIIOITHO - IIPOBUHIMAITHO,
npupopHO (eCcTeCTBEHO) - ammnBo
(M3KyCTBEHO).

Vsnon3BaHeTO Ha pasO3HaBaeMM
06pasit 11 CUMBOIN U TSXHOTO
ChYeTaBaHe 110 abCypJieH U JOpu
OyTadopeH Ha4MH ce ChbPXKaA I B
paborara Ha Anekcanabp lepruHos. B
KOMIIO3UIIVSATA OT PUCYHKU Heujo He e
Hapeo 3a0 cmeHama aBTOPBT U3IONI3BA
PAas/IMYHY elleMEeHTH OT HOIIy/IIpHATa
KY/ITYpa, KOUTO [OCTaBsI B CTPAHHM
B3anMoBpb3Ku. Ilox HagcmoBa ,,O61dyam
JKEHWYKUTE, 00M4aM 'l BCUYKUTE”

ot neceHTa Ha a0 Credyo kaTo

MOTO Ha MeCTHaTa 6a/jKaHCKa Ma4o
Ky/ITypa ca 00efHeHN Pas3INdHN
06pasy, HapUCyBaH!U BCBITHOCT

BBPXY OOMKHOBEHU HallJIOHOBU
Top6uuku. Te n306passaBar Kiumera

u deTnIN, CBBP3aHU C IPECTaBUTE

332 MB)KeCTBEHOCT/KEHCTBEHOCT.
IlentpanHa 3a paboTaTa € pUCYHKa, Ype3
KOSITO aBTOP'BT KOMEHTVpa Habypaiure
HOMY/IAPHOCT ,,CEKC YYWINIIA", KOUTO
npepcTaB/saBaT popmu Ha ,00yueHue”,
O/IM3KM 10 CEMMHAPUTE 3a IMYHOCTHO

Gerginov. In the composition of
drawings something’s wrong behind the
wall, the artist uses various elements
of popular culture and places them

in strange relationships. Guided by
the maxim I love chicks, I love them
all” from the song of Dyado Stefcho,
which serves as a motto of the local,
Balkan macho culture, he has collected
different images that in fact are painted
on simple plastic bags. They depict
cliches and fetishes related to the

idea of manliness/womanliness. A
drawing central to the work is used

by the artist as a comment on the

“sex schools” gaining in popularity,
which offer forms of “training” close
to personal development workshops.
They affirm a specific role of the
woman in the couple that combines
elements of both the traditional views
and understanding and the modern
consumer culture which overexposes
sexuality; although sexually liberated,
the woman has a secondary role in the
relationship.

How are traditions connected to or
forming part of the identity today?
Could we, for example, talk about
post-identity or fluidity of the social
roles within the heterosexual family?
Do these roles change and how?

The series of photographs by Daniela
Kostova Scrap Opera represents a
play with the classical construct

of a family portrait, where various
spaces and cultural attributes mix. The



AaHunena Koctosa, Scrap Opera, 2011
Daniela Kostova, Scrap Opera, 2011

Kynbp KyT1si, KaAbp OT nanoxbara
Queer Box, installation view

pasBurne. B tax ce yTB'I)p)K)IaBa
OIpeieieHa POJisi Ha JKeHarta B
JIBOIIKaTa, KOATO ChUeTaBa e/IleMEHTI
OT TPAJULIMOHHNTE IIPeACTaBU U
pasbupaHus u ChlleBpeMEHHO OT

ChbBpPEMEHHaTa KOHCYMaTOpPCKa Ky/lTypa,

[IpeeKCIIOHMpalla CeKCYaTHOCTTa;
MaKap 1 CeKCyalHO pa3KpeIrocTeHa,
KeHaTa Ma o06CiTy)XBallja posis BbB
Bpb3KaTa.

ITo KaKbB HAYMH TPAINUTE

ca CBbp3aHU WIN €A YacT OT
VAEHTUYHOCTTA B ChBPEeMEHHOCTTa?
MoskeM 11 5a TOBOPUM HampuMep 3a
NOCTUAEHTIYHOCT ¥ PIYyNAHOCT Ha
COLIATHUTE POIM BBTPe B PpAMKUTE
Ha XeTePOCEKCYaTHOTO CeMeiCTBO?
ITpoMeHAT M Ce U ITO KAK'BB HAYMH
Te3u ponu?

Cepusra ot ¢pororpadun Ha [lannena
KoctoBa Scrap Opera npencTasiaba
Urpa c Kjacudeckara gpopma Ha
ceMeeH MOPTPeT, B KOITO ce CMeCBaT
PasSHOPOJHY MPOCTPAHCTBA U KYATYPHU
arpubyTu. BpHuIHaTa BepaH/a Ha
BUKTOPMAHCKA Kbl € IIpeBbpHaTa

B ,KYXHS ¥/WMI¥ cBOeobpasHa

ClieHa, Ha KOSITO IbPPOPMAaTUBHO

ce pasurpasar ponn. B Tasu urpa
OTCHCTBA APaMaTU3bM, aHAIN3 u/
VI KPUTUYHOCT. T5 e 10-CKopo
JNYeH M HAKAK JOMallleH KapHaBaJl.
Koxnre u poraTa, KOUTO )eHaTa HOCH,
HIpWINYAT Ha aTpUOYTU OT e3U9eCKU
npasHuuu. Te, KAKTO ¥ PasroIBaHETO,
pasKpMBaHeTO Ha OPeMEHOCTTa MOTraT
fla ce MHTEPIIPETUPAT KaTO U3pa3 Ha

outside porch of a Victorian house

is transformed into a “kitchen” and/

or a certain kind of stage on to which
performative roles are played. This play
lacks drama, analysis and/or criticism.
It is more of a personal and somewhat
domestic carnival. The furs and horns
the woman wears resemble attributes
from pagan festivities. They, as well

as the bare, exposed pregnancy, can

be interpreted as an expression of
independence, even rebellion. This,
however, remains rather an opportunity,
as far as the work does not actually
contain a clear definition of roles and
the masculine and feminine are fluid
characteristics.

Much more closely connected to the
concept of (gender) fluidity is the

work of Yasen Zgurovski Sweet Union,
created especially for the exhibition

and having a “manifesto”, placard
nature. The centre of the painting shows
two strange sexless figures seemingly
immersed in a world of molten candy.
The aesthetic approach of the artist
combines elements of drawing, collage
and painting, using images charged with
personal meaning and connected to the
popular culture of tattoos, emoticons,
cartoons, animation, storyboards, etc.
Yasen Zgurovski’'s manner of work
suggests the creation of a kind of
utopian idea of a glamorous, happy,
colorful world, and an endless party in
which everyone participates.

The reverse side of this positive vision
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Kapon Paauiuescku, KuweaeHa, 2012 >
Karol Radziszewski, Kisieland, 2012

CaMOCTOATETHOCT, JOPY OYHTApCTBO. of fluidity of the self-definitions
ToBa o6aue ocTaBa 0-CKOPO and roles is the denial to enter
Bb3MOXKHOCT, JOKOJIKOTO B paboTara into relationships, the loneliness,
BCBIUIHOCT HsIMa SICHO OIIpefie/IsIHe Ha the anti-family. It could also be
ponu, a MBXXeCTBEHOTO ¥ )KEHCTBEHOTO considered as another opportunity
ca rynmHu XapaKTepUCTUKIN. to evade normalization categories
MHOT0 o-KOHKPETHO CBbp3aHa C and the prescriptions of the
npeypcTaBaTa 3a (KeHAbp) GIyUIHOCT dominating heterosexual ideal. The
e paborara Ha flcen 3ryposcku Cnadox installation of portrait drawings 85
€103, KOATO € Ch3afeHa CIIeliaJHO by Radostin Sedevcheyv, an artist who
3a M37I0KOaTa 1 MMa ,,MaHN(peCcTeH recently graduated from the National
IJIaKaTeH XapakTep. B meHTbpa Ha Academy of Art, is among his first
KapTUHATa Ce BYDKAAT IBe CTPAHHU works. It represents an attempt for
6e31o10BY GUTYpM CSKAII B CBAT OT communication between the artist and
pastonenu 6oH60HM. EcTeTnueckmsT a complete stranger whose way of life
[IOJXOJ Ha aBTOpa ChueTaBa efleMeHTy oT  and associating with others the artist
WIIOCTPALMATA, KOMaXKa I KMBOIIUCTA, has tried to recreate, mostly through
KaTo M3IO0/I3Ba 06pa3i, KOUTO MMAT his own imagination. The work is
JIMYHO 3HAYEHMe U ca CBbP3aHU C based on pages of a stranger’s black
HONy/IApHATa KY/ITypa Ha TaTyUPOBKI, notebook accidentally found near the
e€MOTMKOHM, KOMIKC, aHMMaIVs, garbage bin. Most of the names in
cropubopzose u ip. Haunubt, 110 KOIITO it are in fact nicknames, opposite to
Slcen 3rypoBcku paboTi, IpefIonara some of which there are some bywords.
Ch3/JaBaHETO Ha HAKAKBA yTONMYHA The “performative” reading of the
mpezicTaBa 3a O/I5ICKaB, MIACT/INB, HIAPEH document - the act of drawing - is not
CBAT, KaTo 0e3KpaiiHo MapTy, B KOETO simply a way to imagine the other,
BCHUYKY Ca BKJIIOYEHIL. it is also a desire to understand and
O6parHaTa cTpaHa Ha Ta3u assume a different concept of a world
MO3UTHBHA BU3NA 32 QIYNIHOCTTA and way of life. The precision and

Ha cefe-oInpeeeHNATa U POIINTE, diversity of the particular portraits give
KaTo Bb3MOXKHOCT /1a He IOTIaJar an impression of being created by the
B HOPMAaTUBHY KaTerOpuu Win B artist from memory, but it is rather a
NPeNICAHNATA HA JOMMHMPALIVLA possible memory.

XeTepoCeKCyaeH uaea, € OTKa3bT OT How to activate cultural memory
Ch3JaBaHETO HA BPH3KI, CAMOTaTa, and transform it into a current
AHTHCEeMeNICTBOTO. VIHCTamanuATa ot action is a question which may
nopTpeTHM pUCYHKM 85 Ha PagocTuH be asked with regard to Karol
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CepieBueB e efjHa OT I'bpPBNUTe pabOTH Ha
XYJOXXHIKA, KOJITO HACKOPO 3aBbpILBa
HanmonanHaTa Xy/j0’KeCTBEHA aKafleMMs.
Ta nmpepcTaBnaBa ONNT 32 KOMYHMKALINS

MeX/ly aBTOpa U HAaII'b/IHO HEIIO3HAT
YOBEK, YMIITO HAUMH Ha KUBOT I
o611yBaHe XyJOXKHUKDBT Ce OIUTBA JIa
npecb3fajie Hail-Beye B COOCTBEHOTO

cu BbobOpakeHne. Paborara e cBbp3aHa
C'bC CITy4aifHO HaMepeHM Jjo KodaTa 3a
OOK/IyK CTPAaHUIIY OT YePHOTO TedpTepye
Ha Hemo3HaTyA. [ToBeyeTo OT MMeHaTa,
3alJICaHM B HETO, BCBITHOCT Ca IPAKOPH,
a Cpelly HAKOM MMa HapUIIaTeTHI.
»1IbpPOPMATUBHUAT MPOYNT HA
JIOKYMEHTa - PUCYBAHETO, € He CaMO
Ha4MH Jja ce BboOpasy Apyrus, HO U
JKe/laHMe 3a pa3bupaHe 1 JOITyCKaHe

Ha pas/IMyHa IpeJcTaBa 3a CBAT U

Ha4MH Ha XuBOT. [IpernusHocrTa u
pasHo06pasneTo Ha OT/ETHUTE HOPTPETU
Cb3/laBa BIIEYAT/IEHNETO, Y€ aBTOPBT
pUCyBa II0 ITaMeT; TOBa 0bade e Io-CKOpo
elHa Bb3MO>XKHa ITaMeT.

Kak ga akTuBUpaMe KyITypHara

maMerT 1 ia A IpeBbpHeM B HACTOALIO
AelicTBMe e BhIIPOC, KOIITO MOKe fia
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Radziszewski’s works. The film
Kisieland and the installation Filo
Family shown in the exhibition are
part of Radziszewski’s many years

of work studying, collecting and
presenting “queer” archives with a
focus on Central and Eastern Europe.
In the context of Sofia Queer Forum,
they place emphasis on the family as
a community, as a circle of friends
who share a particular way of life.
The documentary layer in the work
is enhanced by and/or mixed with
the artistic interpretation, and the
performative repetition and recreation
of archives is also a way to a lasting
memory. Matching work with
archives and artistic interpretation is
not only a means to activate certain
memory in the present day, but

also to create a past and use it as a
reference point for getting across and
landing in the present. It is precisely
in this “inventing” of a past that the
“inventing” of a community lies.

The exhibition They will remember
us in the future is taking place in the



ce 3afiajie BB BPh3Ka C paborara

Ha Kapon PagumesBcku. @uambTt
Kuwenano v nacrananusara Ouso
cemeticmaeo, ToKasaHu B U3oxbaTa,

Ca 4acT OT [yB/ITOTOfMINHATA paboTa

Ha PajinineBcKu 110 U3C/IeNBaHETO,
CBOMPAHETO U MPEACTABSIHETO Ha
»KYUbp”~ apXuBM, ¢ GPOKYC BbPXY
HenTpanua u VMsTouna Espomna.

B xonTekcTa Ha Codus Kynsp popym
Te IIOCTABAT AKIIEHT BbPXY CEMENICTBOTO
KaTO OOIIHOCT, KaTO KP'bI' OT IPUSTENIH,
KOWTO CIIOZIEJIAT OIpefe/ieH HaulH

Ha )KMBOT. [JOKyMeHTaTHUAT II/IaCT B
paborara e TOI'b/IHEH 1/VIN CMeCeH

OT XyJ0>KeCTBeHaTa MHTepIIpeTaIu,
KaTo IbPPOPMATUBHOTO TIOBTAPSIHE U
mpech3fjaBaHe Ha apXMBM € U HA4MH Jja
ce moMHU 1o-fo6pe. ToBa cpueTaBaHe Ha
paborara c apxMBI 1 C Xy[JO)KeCTBEHaTa
MHTepIpeTanys e Ha4uH He caMo Ja

Ce aKTUBUPA OIpefie/ieHa IaMeT B
HACTOAILLETO, HO U [ja ce ,,cb3najne”
MUHAJIO, CIIPSIMO KOETO 1a MOXKeM [ia ce
OTHEeCEM M IPUCHEJVHIM B HaCTOSILETO.
VImeHHO B TOBa ,,300peTsiBaHe” Ha
MUHAJIO Ce CHCTOU I ,M300peTsIBaHETO”
Ha OOIHOCT.

Wsnox6ara ,,I1le cu CIIOMHAT 3a Hac

B O'bfleleTO” ce CIy4YBa B TajlepusaTa

Ha HanuoHanHaTa Xygo)xecTBeHa
aKajieM1is1, 3aTOBA 4acT OT Hesl e U
T.Hap. Kyuwsp kymus. T e kypupaHa ot
xypoxxuuka Benenun Illypenos, xoiito e
mpernofaBares B AKafieMusTa 1 IIOKa3Ba
paborute Ha MapTuH IleneB 1 AHren
YobanoB. Kyusp kymus e pesynrar Ha
PabOTIMIHNUIIA CBC CTYAEHTH, KOUTO
paboTrxa BbpXy TOBA Ia IOTBPCAT
Kyn'bp 00pasi, IPAaKTUKY ¥ MO/ B
HONYy/IApHATA KY/ITypa.

BM
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gallery of the National Academy of
Art, hence part of it is the so-called
Queer Box. It is curated by the artist
Venelin Shurelov who is a lecturer at
the Academy, and displays the works
of Martin Penev and Angel Chobanov.
Queer Box has been designed at a
workshop with students who worked
on searching for queer images,
practices and models in popular
culture.

VM

OtkprBaHe Ha Codua kynbp popym 2015 - Craabk Cblo3
Opening of Sofia Queer Forum 2015 - Sweet Union

Kapbp ot usnoxbata ,LLe cu cnomHAT 3a Hac B 6baelleTo”,
ranepus ,Akapemun”, HaumoHanHa XyAoxecTBeHa
akapemus, Copus

Installation view from the exhibition “They will remember
us in the future”, Academy Gallery, National Academy of
Art, Sofia






Uckpa baaroeBa / Iskra Blagoeva

B pabotute cv Uckpa Braroesa ce MHTepecyBa OT
obpasa Ha XeHaTa U CbBPEMEHHUTE CTEPEOTUMH,
B KOWTO TOM Nonaaa. T ce 3aHMMaBa ¢ TeMu

KaTo MHAYCTPUSAITA Ha KpacoTaTa, KO3METUYHUTE
CaNOHU N KAMHUKUTE 3a ecTeTMYecka MeAuLMHa,
AanocTana dotorpadusita u peknamarta. lNoHsikora
Ce KOHLEHTPUPA BbPXY pasAnyHK 0bpasu ot
MUTOAOTUATA U GOAKAOPA, KOUTO U3CAEABA

N PEKOHTEKCTYaAM3Mpa Taka, Ye Aa NoKaxe
MOAENWTE 3a CBAT U POAUTE, KPUELLM Ce 3ap THX.

XapnaAvka e Ableps Ha uap KAMMEH, KOMTo
61A obrapaH OT CTpacT KbM Hesl. B epHa ot
BEPCUUTE Ha AereHAaTa, Tov i U3HACUABA W TS
3abpemMeHsiBa. CAep paxAaHETO Ha CHHa UM,
TS1 rO cepBMpa Ha 6A0A0 Ha ballia My 1 To S
ybvBa 3apaam ToBa. Cnopea Apyra Bepcus, T4 e

npesBbpHaTa B NTuLa.

Camara XapnaArka BHe3arnHo ornaaHs, 2015
OT cepusTa YepHu KapTUHM OT PAAOCTHU CbOUTHS,
aKpUWA Ha naaTHo, 2 yact: 90x90 cm 1 30x30 cm

36

In her works Iskra Blagoeva is interested in the
image of the woman and the modern stereotypes
in which it is trapped. She deals with such

topics as beauty industry, cosmetic salons and
aesthetic medicine clinics, lifestyle photography,
and advertising. Sometimes she concentrates

on different images from mythology and folklore,
which she explores and recontextualizes in a way
which allows her to show the world patterns and
the roles that are hiding behind.

Harpalyce was the daughter of king Clymenus
who was overcome with passion for his daughter.
In one version he raped her and she became
pregnant. When the son was born she served him
up as a meal to his father, who killed her over
that. In an alternative version, she was instead
transformed into a bird.

Harpalyce Suddenly Got an Appetite Herself, 2015
From the series Black Paintings of Cheerful Events,
acrylic on canvas, 2 pieces: 90x90 cm and 30x30 cm






AnekcaHAbp MeprunoB / Alexander Gerginov

AnekcaHABbpP [eprMHOB e aBTOp, KOWTO MOXEM
A CBbPXEM C MOAHWS AU3aWH, Taka, KaKTo

U C Pa3AMUYHU MHCTAAALMU, PUCYHKU, OBEKTH.

B noseueto ot paboTute cv To 13brpa Aa

ce dokycrpa Bbpxy MaAKK1, Ha NPbB MNOrAEA
HEe3HaYMTEAHU AETalAM, YpE3 KOWUTO Cb3AaBa
KoAaXwu oT 06pa3sun 1 3HaueHUs. ABTOPLT YECTO
0O6MUCAEHO NPEAN3BUKBA ECTETUUECKUS BKYC
Ha 3pUTEAUTE, KaTo U3NUTBA NPEACTaBUTE UM 3a
KpacuBo U rpo3Ho. Cepusita OT PUCYHKU HELLO
HEpPEeAHO ce cAyYBa 3aA CTeHaTa ce CbCTou OT
OTAEAHW GparMeHTH, 06eAMHEHM NOA HAACAOBA
Ha KynAeT OT neceH - ,,061uyam XeHUUKnTe,
oburyam rv BCMukuTe”. ABTOPLT M3MOA3Ba TOBA
KaTo MOTO Ha BaAkaHcKaTa Mayo KyATypa,

3a AA NOKaXe CMMBOAU, GETULLN, MOAEAU

Ha NOBEAEHME, KAKTO M NPaKTUKK, KOUTO B
CbBPEMEHEH KOHTEKCT OCTaBaT 4YacT OT ToBa
,MONYAIPHO Cb3HaHWE”.

HeLLo He e Hapea 3aA cTeHata, 2015
cepus ot 10 yacTu, Bapupallm pasmepu

CMeceHa TexHUKa
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Alexander Gerginov is an artist whom we

can associate with fashion design, as well as
with various installations, drawings, objects.

In most of his works he chooses to focus on
small details, appearing insignificant at first
sights, through which he creates collages of
images and meanings. The artist challenges,
often deliberately, the aesthetic taste of the
spectators, examining their perceptions of
beautiful and ugly. The series of drawings
something’s wrong behind the wall consists of
separate fragments which are combined under
a title taken from the verse of a song: “I love
chicks, | love them all”. The artist uses itas a
motto for the Balkan macho culture in order to
show symbols, fetishes, patterns of behavior,
as well as practices which, in a modern context,
remain part of this ,popular consciousness”.

something’s wrong behind the wall, 2015
series of 10 pieces, various size,
mixed media






Hun6ap lNopew / Nilbar Giires

Hunbap Mopel 06sBsiBa BOMHa Ha yCTaHOBEHUTE
OTHOLLEHUA MEXAY NOAOBETE UpE3 Urpa, B KOSITO OpPbXUATa
Bapu1par oT LEBHU UIAW A0 BOKCOBHW pbKaBULUM. B prcyHKM,
KOAaXHK, MbpdOpPMaHCH, BUAEO KAMMNOBE U doTorpadum

T NpeyBeAMyaBa HOPMUTE Ha NpeobrasaBalliata YacT ot
006LLECTBOTO, KaTo 1 NPOTUBOMOCTaBSA Ha XMOPUANSUPAHM
BbIABLLEHUA Ha XXEHCKaTa MAEHTUYHOCT. 10 TaKbB HauWH
TA OTNPaBsA NPEAU3BUKATEACTBO CPELLY Bb3PaXAAHETO

Ha TPAAMLMOHHWTE MOAEAM 3a NOoAPaXaHue B Typuwms,

HO M CpeLLy CTpaxa Ha 3anapa OT UCAIMCKUTE CUMBOAM,
KOWTO aBTOPKaTa BWXAA BCE NO-YECTO KaTo OpbXue B
pblETe Ha kceHopobCku Naptin. CepusTa ot potorpaduu,
o3arnaBeHa circir (2010 r.) e cbapaaeHa 3a LLectoro
6ueHane B bepAWH, B KblUa B MOKPaNHUHKTE Ha McTaHbyA,
npUHaAAeXana HSIKora Ha POAHWHM Ha lopel. EanH
natpuapxaneH AOM, TOW NpeACTaBAsiBaA CBoeobpaseH
MWKPOKOCMOC Ha 0BLLECTBEHWUTE CTPYKTYPH, Thii KaTo

Ce 04YaKBaNO CKOPO Aa BbAe onpasHeH, 3a Aa CTapTipa
CTPOWUTEACTBOTO Ha TyHeA. 10 Te3n MecTa ypbaHusaumsTa
€ HeeAHO3HauHa. XXMAKLLETO 0BMYaiHO Ce pPasAens MexXAy
CUHOBETE, HO YPE3 YaCTUYHO M3MNAALLAHE AbLLEPUTE

MMaT Bb3MOXHOCT AQ CE OTAEASIT OT CEMENCTBOTO.

3aeAHO € XEeHW, MPOM3XOXAALLM OT MHOTO pasAMyHM
KYATYPHW CPEAM, C Pa3AMyHa CEKCyanHa OPUEHTALWS 1
06pa3oBaTerHn cTaHAapTH, lfopell obuTaBa BpeMeHHO
NPEAULLHOTO MBXKO OTAeAeHHe. CbBMecTHaTa urpa

npeA kamepaTa No3BOASBa TOUHO NPeMepBaHe Ha
NPOCTPAHCTBOTO, B KOETO € Bb3MOXHO MaHeBpupaHe

Ha MAEHTMYHOCTTa, Ha NPEeACTaBUTE 3a ,CBOM” U ,UyXA”,
KaKTO U KyATYPHOTO 0hOPMSIHE Ha U306 paxeHws.
dororpadmmnTe CBMAETEACTBAT 3a yBaXEHWE U AOBEPUE U
NPeACTaBAABAT SiPbK NPUMEp 3a COAMAAPHOCT Ha GOHa Ha
LUMPOKOOOXBaTHA coLManHa TpaHchopMaLms.

Konst PaiHxapt

(TekctsT € nybavkyBaH B Who Is the Subject? Ha Huabap lopeLu)

Mbpante (Gogusler), 2010
Ot cepusaTa ¢irgir, c-print, 120x180 cm

CeguH, 2010

Ot cepwusaTa ¢irgir, c-print, 120x180 cm
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Nilbar Gures declared war on the prevailing
relations between sexes by playful means, her
weapons ranging from sewing needles to boxing
gloves. In drawings, collages, performances,
videos and photographs, she overstates the
norms of the majority of society, countering them
with hybridized enactments of female identity.
In doing so, she challenges the renaissance

of traditional role models in Turkey as well as
the Western fear of Islamic symbols, which

the artist sees as becoming increasingly
instrumentalized by xenophobic parties. The
series of photographs entitled ¢irgir (2010) was
produced for the 6" Berlin Biennale, in the house
on the edge of Istanbul that once belonged to
Gures’s relatives. A patriarchally defined site, it
represented a microcosm of social structures,
as it was soon to be vacated to make way for a
tunnel construction. Urbanization is ambivalent
here. While dwellings used to be divided up
among sons, parity payouts enabled daughters
to emancipate themselves from the family. With
women of widely differing cultural backgrounds,
sexual orientations, and educational standards
Gures conducts a temporary occupation of once
male domains. The collaborative play before the
camera results in a precise measuring out of
the maneuvering space of identity, of ideas of
the “own” and the “alien”, as well as the cultural
shaping of images. The photographs testify to
respect and trust, and set a strong example of
solidarity against a backdrop of far-reaching
social transformation.

Kolja Reinheart

(published in Nilbar Gures, Who Is the Subject?)

Breasts (Gégusler), 2010
From the series cirgir, c-print, 120x180 cm

Sefine, 2010
From the series cirgir, c-print, 120x180 cm






AaHuena KoctoBa / Daniela Kostova

MokasaHa B 6bArapcku, HankaHCKKM KOHTEKCT
Scrap Opera npeaM3BUMKBA MUITHOBEHM
acoumaunn ¢ nbpdopPMaTUBHUTE AKEHABP
NPaKTUKK, KOUTO Ca YacT OT MECTHUA GOAKAOP.
Hanpumep mbpdopmaTtMBHaTa NpomMsHa Ha
AKEHABP POAUTE B T.HAP. KYKEPCKU NPasHULIM

B BbArapus, cBbp3aHu ¢ OTMMHaBallaTa 3uma

M NPOroHBaHETO Ha 3AUTE AyXOBe 3a Nno-pobpa
pekoaTa. Te ca obpeAeH puUTyan, KOMTO ce
U3MbAHSIBA OT MbXe. 3a Hero ce uspaboreat
crneunManHu Macku OT KoXa, BbAHA, PA3HOLIBETHU
NAATOBE, MHOIO W Hal-pasAMUYHK AeTalAK 3a
yKkpaca. Ma 1 XXEHCKM POoAK, HanpuMep Tasu
Ha ByAkaTa, KoATo obaye CbLUO Ce U3MbAHSIBa OT
MbX.

Scrap Opera npeacTaBAfBa CepUst OT YETUPH
doTorpaduu, B KOUTO XYAOXKHUUKaTa Urpae ¢
KAacuueckaTa ¢opma Ha CEMEEH MOPTPET KaTo
KOMEHTUPA MbXKWUTE/XEHCKUTE POAU U TEXHUTE
aTpubyTn. Makap 1 Aa He ca CBbp3aHW AMPEKTHO
C ApeBHUTE 061yaun Ha bankaHWUTE MAK Ha KOETO
1 Aa BUAO APYTO KOHKPETHO MSICTO, TE3U KyATYPHU
MAACTOBE MPUCHLCTBAT BbB GpoTOrpaduute upes
CaMOTO TSIAO Ha XYAOXHMUKATA U HEMHATa AMYHA
6uorpacdus. B oTAEAHUTE CUMBOAM, 3HALIM U/UAK
atpubyTn AUMCBa YMCTOTa, T ca pa3HoobpasHu,
LapeHu, acoumatBHu. MpeacTaBASBaT HELLO
KaTo KOAaX OT Pa3AuUYHU KYATYPHMU NapyeTa,
KOWTO MHTYUTUBHO CE pasurpaBar 1 NocTaBAT
KaTo Ha CLEeHa, 3a Aa NokaxaT AUHaMuKaTa Ha
POAUTE U TEXHUTE BUAMMMU pEnpe3eHTaumnn B
€AHO XeTepoceKkcyanHo ceMelcTBo. Pabotata

€ CEMEeEH NOPTPET, U3MbAHEH KaTo YacTeH,
AOMalleH KapHaBaA, KOWTO NOoKa3Ba KOAKO
dAYMAHA M OTHOCUTEAHA € CbBPEMEHHATa
MAEHTUUYHOCT.

BM

Scrap Opera, 2011

cepwus ot 4 dpotorpadpuun, 16x20 cm Beska

42

When shown in the Bulgarian, Balkan context,
Scrap Opera produces instant associations
with the gender performative practices, which
are part of the local folklore. For example the
performative change of gender roles in so-
called kukeri festivities in Bulgaria, associated
with the passing winter and the scaring away

of evil spirits to ensure a better harvest. These
are rituals performed by men who wear special
masks made of leather, wool, varicoloured
fabrics, many and diverse decorations. There
are female roles too, such as the bride who is
also played by a man.

Scrap Opera is a series of four photographs in
which the artist re-arranges the classical form of
a family portrait by exchanging the male/female
roles and their attributes. Though not directly
related to the ancient traditions on the Balkans
or any other particular place, these cultural
layers exist in the photographs through the very
body of the artist and her personal biography.
There is no purity in the specific symbols, signs
and attributes, they are diverse, colourful,
associative. They form something resembling

a collage of different cultural pieces that are
intuitively played and semmingly staged so as to
show the dynamics of the roles and their visible
representations in the heterosexual family. The
work is a family portrait performed as a private
home carnival showing the fluidity and relative
nature of contemporary identity.

VM

Scrap Opera, 2011
series of 4 photographs, 16x20 cm each
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Bukropusa Aomacko / Victoria Lomasko

Bukropua Aomacko e epHa OT Hal-ipkuTe
CbBPEMEHHM PYCKM XYAOXKHUUKHM, KOUTO PaboTST B
06AacTTa Ha couUanHO aHraxmpaHoTo M3KYCTBO W
MO-KOHKPETHO B 06AACTTa Ha CoLManHaTa pUCyHKa.
HeWHuTe pUCYHKM OTPa3ABaT 1 KPUTUKYBaT
AHELHWTE CoUManHK NPoBAEMMU, C KOETO CTaBaT

HEe CaMO YHUKAAEH UCTOPUYECKM AOKYMEHT U
u3uepnaTeneH Br13yaneH pecypc 3a AHELLHU K Bbaelln
n3cAeAOBaTEAM, HO M NOKA3BaT No3uums, 3aLiMTaBaHa
OT CbBPEMEHHUTE AKEHABP aKTUBUCTH B Pycuns. CTUABT
7 € AOCTbMEH 3a LUMPOKa NybArKa, MHTPHUTYBaLL, U
NPOBOKATWUBEH, CbLLIO KaKTO W M3BpaHuTE OT Hesl
06€eKTH - Hal-4ecTo MapriHaAU3MpaHu rpynu Kato
XOMOCEKCYaAHU, CEKC PabOTHUUKM, XYAOXKHHMLIM, KOUTO
ca npecAeABaHM 3a CBOETO U3KYCTBO, Pa3AUHM
ETHUYECKM TpynK. MeRHCTPUIAMBT Ha BeArTe
OBAACTEHU MbXE NPUCHCTBA KaTo pamMka, B KOATO
BCUYKM TE3M FPYNK HE Ce BNWUCBAT AW OT KOSITO Ce
OTONBCKBAT 3a Ad ,HapucyBaT” CBOSITA KapTuHa 3a
CBOS1 XMBOT. B TasroaniuHms Codusi kyubp dopym
/\OMacko yyactBa C penpoAYKUMK Ha rpaduTi, KOMTO
TS NpaBu B rpaa bulukek. Ho BbNpeku ,,eK30TUYHOTO”
MSICTO, TeMaTa Ha Te3u rpaduTi CbBCEM He €
€K30TMYHa HWUTO 3a HaLLETO, HATO 3a KOETO U AA €
APYro 06LLEeCTBO, HE3ABMCUMO OT NPETEHLMUTE My 3a
OCBLLECTBEHO PABEHCTBO MEXAY NoAoBeTe. HelHuTe
TEMM Ca AUMCaTa Ha AeLia Kato CTUrMa, KaKTo 1
AOMALLHOTO POBCTBO HA MHOTO OT CbBPEMEHHUTE
XEHW 1 TOBa Ca BCE TEMMU, KOETO MOXEM Ad BUAUM U
Yy Hac.

bBopsiHa Pocca

Komy cu pnbxHa Aa ceamLl BrbLum?, 2014,
TpadapeTtv B rpaaCka cpeasa
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Victoria Lomasko is among the brightest
contemporary Russian artists working in the field of
socially engaged art and more specifically the social
drawing. Her drawings reflect upon and critique
ongoing social issues thereby transforming in not
merely a historical document and comprehensive
visual resource for researchers of today and
tomorrow, but they also reveal the position defended
by contemporary gender activists in Russia. Her
style is friendly for the wider audience, intriguing
and provocative, just like her chosen objects -
usually marginalized groups such as homosexuals,
sex workers, artists persecuted for their work,
various ethnic groups. White powerful men and
their mainstream is present as a framework where
all these groups are not included or which defy

it to “paint” the picture of their own life. In this
year's Sofia Queer Forum Lomasko shows graffiti
reproductions that she made in Bishkek. Despite
the “exotic” location the topic of these graffiti is not
at all exotic neither for our, nor for any other society
notwithstanding the pretension for implemented
gender equality. Her subject matters are the lack

of children as a stigma, as well as the housework
slavery of many women today and these are all
subjects we can observe in Bulgaria too.

Boryana Rossa

Whom are you sitting at home for?, 2014,
urban stencils
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Kapnaoc Mora / Carlos Motta

XKenaHusi (Deseos) pa3ka3Ba ABE NapaneAHu
MCTOPUMK, YPE3 KOUTO pasKpuBa NO KaKbB HaUMH
MeAULMHaTa, NPaBoTo, PEAUTUATA U KYATYPHUTE
TpaauLMK ca 0GOPMSAAM FOCMOACTBALLUTE AUCKYPCH
3a NOAOBO ONPEAENEHOTO CEKCYaAHO TAAO. [MbpBaTta
e 3a MapTvHa, KosTo Xu1Bee B Konymbusi no Bpeme
Ha KbCHMA KOAOHWAAEH NEPUOA B HAYAAOTO Ha 19.
BeK. Broparta e 3a xuBoTa Ha Hyp, koATo Xusee

B bevipyT npe3 kbcHata OcMaHcka umnepus.
CbueTaBalL, AOKYMEHTaAHU GaKTU 1 XyAOXKECTBEHA
M3MMUCAKLE, GUAMBT paska3Ba 3a Bbobpaxaemarta
KOPECMOHAEHUMA MEXAY ABETE XeHWU. PasaeneHu
ot reorpadusi, KyATypa v penvrus, Te u ABete

Ca “3npaBeHU NpeA NOCAEACTBUATA OT TOBa, Ye
NOAABPXAT €AHOMOAOBU BPB3KM U HE 3aunTaT
HOPMMUTE NO OTHOLLEHWE Ha MOAOBETE.

Mpe3 1803 r. KoAOHMaAHUSAT CbA NPecAeABa
MapTrHa ¢ 06BUHEHME, Ye e ,xepMadpoanT”,

CAEA KaTo HelHaTa Ab0oBHULA 5t HabexaaBa,

ye uma ,MPOTUBOECTECTBEHO” TANO. MapTuHa

€ “3npaBeHa Npea CbAa M B KpariHa CMeTKa
0ocB0b0OAEHA, CAEA KATO NMPU30BaHWUTE AeKapU He
YCNABAT AQ OTKPUAT AOKa3aTeACTBaA, MOAKPENSALLM
06BHHEHWsATa Ha AtobOBHMLUATa. TO3W CAyyal e
AOKYMEHTHPaH B cbaebHO Aeno ot 1803 r., OTKPUTO
B O6LLUMA HaUMOHaAeH apx1B Ha HauumH B bororta,
Koaymbus. Mo cbluoto Bpeme B befipyT, Hyp ce
OoMbXBa 3a 6paTta Ha cBosATa AtOOOBHULA, CAEA
KaTo MalkaTa Ha AobOBHWLUATa 1 CBapBa ABETE

Aa npaBAT At60B. Bbnpekw ye nctopusta Ha Hyp
He ce pa3BKBa B cbaebHaTa 3ana, HUTO ca OTKPUTK
CBEAEHMA B CbAEOHO AENO, Pa3kasbT i € 06yCAOBEH
OT 3aKOHUTE Ha UCAAIMA U KbCHUSA OCMaHW3bM, OT
KYATYPHWTE U UCTOPUUECKM 0BCTOSITEACTBA.

(MybAMKyBaHO Ha www.carlosmotta.com)

Kapnoc Morta, XenaHunsa, 2015
Kaapu oT duama, 32:37 MUH
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Deseos (Desires) exposes the ways in which
medicine, law, religion, and cultural tradition
shaped dominant discourses of the gendered
and sexual body through the narration of two
parallel stories. The first is that of Martina, who
lived in Colombia during the late colonial period
of the early 19" century. The second is the life of
Nour, who lived in Beirut during the late Ottoman
Empire. Part documentary and part fiction, the
film presents an imaginary correspondence
between these women. Separated by geography,
culture, and religion they both faced the
consequences of engaging in same sex relations
and defying gender norms.

The colonial Court prosecuted Martina in 1803
for being a “hermaphrodite” after being accused
by her female lover of having an “unnatural” body.
Martina was tried in a court of law and ultimately
set free after medical doctors appointed by the
court were unable to find evidence of her lover’s
accusation. This story is documented in the 1803
legal case found in the Archivo General de la
Naciyn in Bogota, Colombia. Meanwhile in Beirut,
Nour married her female lover’s brother after her
mother found them making love. Despite the fact
that Nour’s story does not occur in a courtroom
nor is it found in a legal case, notions of Islamic
and late Ottoman laws, cultures, and histories
condition her narrative.

(Published on www.carlosmotta.com)

Carlos Motta, Deseos (Desires), 2015
stills from the film, 32:37 min






Kapoa PapuweBcku / Karol Radziszewski

Filo e mbpBUAT KyWbp 3UH B Ta3K YacT Ha EBpona

W NPEeACTaBAABa MCTUHCKOTO M3TOUHOEBPOMENCKO
NeAaACKO ABWXXEHWE OT TUna ,Hanpasu cu cam”.
OcHoBHaTa npuuMnHa 3a Cb3paBaHETO My ca
HACUACTBEHWUTE @HTU-TEN MOAULLENCKN MEPKMU,
M3BECTHU KaTo “AKumMATa XMaumHT”, NpoBeAeHa

Ha 15. 1 16. HoemBpu 1985 r. MoAnuMaTa BAAUM
XOMOCEKCYaAHUTE BbH OT AOMOBETE MM W AOPU OT
paboTHUTE MM MecTa U KadeHeTa, KaTo ' M3HyABa U
3annallBa Aa pa3kpue CekcyanHaTta MM UAEHTUYHOCT.
Manko caep ,,AKumsiTa XnauuHt”, Kuea cbetaBs
6poLuypa no Bbnpocute Ha CIMUH, koliTo no ToBa
BpeMe NpeACTaBAsiBa BOAELLLA 3anAaxa B rem
cpeaute. Tbi KaTo NULLE W M3NpaLLa MHOro N1cma
AO CBOW rei NpusiTenn, My XpymBa, Ye 61 Morba Aa
i KomnMpa 1 pa3npocTpaHsiBa B roaam 6poit. Taka
npe3 1986 . e cb3papeH MbpBUa 6poit Ha Filo,
npeAcTaBAABaLL, EAMHUYEH AUCT XapTus dopmat AS

¢ 0651BM Ha KYATYPHU CbObUTHS. CnncaHneTo 6aBHO
ce pasBWBa, KaTo C BCEKW caepBalL, 6polt HapacTBa
no o6em u cbabpXKaHUe. B ekrna noctbneaTt U HOBK
AMu@. CnrcaHveTo ce pa3npocTpaHsaBa no nowara

M OT YOBEK Ha YOBEK B LiiAaTa CTpaHa, a MOHSIKora
AOPU M Ha 3anaa. Yntateante NOAKPENAT U3AAHUETO,
KaTo M3NpaLLaT TONoBe XapTusi, MacTUAO, MAMKOBE U
MOLLEHCKN MapKK. CpeLumnte Ha pepaKLUMOHHUA eKun
Ce NpoBeXAAT BEYEPHO BPEME UAW B MOYMBHUTE AHU.
YneHoBeTE My Ca KaTo CeEMENCTBO. Filo uma OCHOBHO
peAakUMOHEH 06AUK, a LieATa My € Aa CbobLlaBa
HOBWHW N KOMEHTapH U, KOETO € NO-BaxHO, Aa
WHTErpupa rei cpeaute. Bee no-roaam 6poit xopa ce
OopraH13upar OKOAO CMIMCAHUETO, HAKOM OT TAX CTaBaT
AKTUBWCTU 3a Kay3aTa U Ce 3aemMaT CbC Cb3AaBaHETO
Ha KAyboBE M OpraHM3aumu.

(OTKbC OT TEeKCTa Ha Kapon PaamiieBckm
,CemMelncTBoTo Ha Filo”, 2015)

FILO cemerictBo, 2015, MHCTarauus
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Filo was the first queer zine in this corner of
Europe, the real Eastern DIY Fag movement. The
main reason behind its creation was the anti-
gay police crackdown known as the “Hyacinth
Campaign”, which took place on November 15%
and 16™, 1985. Police dragged homosexuals
from their homes and even workplaces and
cafés, blackmailing them by threatening to reveal
their sexual identities. Shortly after the “Hyacinth
Campaign”, Kisiel compiled a leaflet about AIDS,
which at the time was the leading threat in gay
circles. As he wrote and sent numerous letters to
gay friends, it occurred to him that he could copy
them and circulate them in greater numbers. And
s0 in 1986 the first issue of Filo was created, a
single sheet of A5 format paper with listings of
cultural events. The zine slowly evolved, growing
larger and more extensive with each issue.

New people joined the staff, too. The zine was
distributed through the mail and person to person
throughout the country, and sometimes even in
the West. Readers supported the periodical by
sending in reams of paper, ink, envelopes, and
postage stamps. The editorial staff would meet
in the evening or on weekends. They were like a
family. Filo had a mostly editorial profile, with its
goal being to convey news and commentary and,
more importantly, to integrate gay circles. Growing
numbers of people organized themselves around
the magazine, some of them going on to become
active in the cause and pursuing the creation of
clubs and organizations.

(excerpt from Karol Radziszewski’s text “Filo
Family“, 2015)

FILO Family, 2015, installation
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KuLueneHa e nhOKyMeHTaneH GUAM 3a cpeluaTta Ha
PaauniieBcku ¢ Puliapa KuLiea, HOBEKBT Cb3aan
MbPBOTO M3TOYHO- U LIEHTPAAHOEBPOMNENCKO

rew 3uH Filo, n 3a HEroBOTO ,NPeoTKpUBaHe”

OT XyAOXHMKa. 3a GOH Ha dUAMA CAYXM
HepasKpUT Aocera apxmB Ha Kuwea, cbabpall,
AECETKMN LIBETHW AUAMNO3WUTUBK, HA KOUTO Ca
AOKYMEHTUPaHWU GOTOCECUN, OpraHU3npaHn

OT K1LLIEA U HEeroBuTe NPUATEAN B YacTeH
anaptameHT. CHUMKKTe ca npaBeHuM npe3 1985
1 1986 r. 1 MmoraT Aa 6bAAT pasrAeXAaHU Kato
npsika peakums CpeLLy aHTUren akumsaTa Ha
NnoAcKaTta noAmums (,XvaumHt”), 1o Bpeme Ha
KOATO TaliHaTa NoAMUMS cbbrpa MHbopMaLms
3a XOMOCeKcyanHuTe B MoALWa 1 1 U3NoA3Ba
No-KbCHO, 3a A ' M3HyABa. PapnLLEBCKM KaHM
Kuwen B CBOETO CTyAMO U MOAK pepakTopa Ha
Filo pa npecb3paae TBOPUECKMA MPOLEC Ha
dotocecuunTe, 3acCHETU OT Hero npean 25 ., ¢
NMOMOLLTa Ha MOAEA.

Kuwenera, 2012, duam, 30 MUH
Kaapu oT duama
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Kisieland is a documentary presenting
Radziszewski’s meeting with Ryszard Kisiel, a
personality behind the first East and Central
European gay zine Filo and “re-discovered” by
the artist. The backdrop of the film is Kisiel's
hitherto hidden archive, consisting of dozens of
color slides, documenting photo shoots organized
by Kisiel and his friends in a private apartment.
The photos taken in 1985 and 1986 may be
considered a direct reaction to the Polish anti-
gay militia campaign (“Hiacynt”), during which
the Secret Police collected information about
homosexuals in Poland using them later for
blackmail. Radziszewski invited Kisiel to his
studio and asked the editor of Filo to reenact
the creative process of his photo shoots from
25 years ago with the help of a model.

Kisieland, 2012, film, 30 min
stills from the film






Woana PaiikoBcka / Joanna Rajkowska

B npoekra PoaeHa B bepauH - nncmo Ao Posa,
PalikoBcka 0bsicHsiBa Ha Abluepsi cv Posa, ue
PUCYHKKTE Ca 3aMWUCAEHM KaTo pa3oyapoBaHue
ot UctopusTa: , T Lelle Aa GbAeLl NOAAPBK

3a bepAnH, KOMTO 3@ MEH € rpaabT, OTKbAETO
06VKHOBEHO MABa pa3pyxaTa. [1oHe B MOeTo
cemMencTBo. EAMH nopapbk, KOWTO Aa pa3Banu
MaruaTa”. PallkoBcKa pellaBa Aa POAM AbLLEPS
cu B bepAnH. Hapuua a Posa, Ha UMeTo Ha ABe
xeHu: npababata Ha PalikoBcka, Po3sa LLiepH, 1
Posa Atokcembypr, noAckaTa peBOAOLIMOHEPKA
oT 3aMOLLY, KOATO NpeKapBa No-roAsiMa

yacT OT XMBOTa cU B bepArH 1 e ybuta Tam.

TA € BUAHA UHTEAEKTYaAKa 1 TEOPETUYKA MO
NOAUTUYECKA MKOHOMMKA, CbOCHOBATEAKa Ha
Cblo3a ,Cnaprtak” 1 AMAEPKA Ha ASIBOTO KPUAO
Ha repMaHCK1TE coLManaeMoKpaTu. PaikoBcka
B3eMa Cb3HATEAHOTO peLleHME Aa Ce NPemMecTu
B BepAvH - rpaa, KOMTO BUHarK e NpuioTsiBan
XUASIAU eMUTpaHTU. [TPOEKTLT 1 ce npeBpbLUa

B cBOeobpa3Ha Bb3CTaHOBKa Ha UCTOpUATa,

a NPUBMAHO AMYHMAT aKT Ha XyAOXKHWYKaTa

€ NpPUA0BUA HeoBUYaEH CUMBOAM3BM.
EMOUMOHaAHWUTE M @aAMUHWUCTPATUBHUTE

NMOCAEACTBUS OT TOBA PeLLEeHME AbLLEPS W LLLe HOCK

npes LeAUsi CU XXMBOT: OT TO3M MOMEHT HaceTHe,
B MOAETO 3a AaTa M MACTO Ha paxaaHe, Po3a

e nuwe BuHaru: ,bepanH”. [papbt 1 Herosata
uctopus e 6baaT 3aBUHArK YacT OT XWBOTA M.

B npoekrta PoaeHa B bepaunH PaiikoBa pa3Bexaa
HEPOAEHOTO CU AeTe U3 MecTaTa B bepauH,
CBbP3aHu C BONE3HEHW CMIOMEHMU, U I paskprBa
paHuTe OT MUMHAAOTO. TA NPOTMBONOCTaBA
HaaexaaTa Ha 06LLecTBOTO 3a ObAELLETO (EAHO
HOBOPOAEHO) Ha UCTOPUATA Ha rpaaa.

In the project Born in Berlin - A Letter to Rosa,
Rajkowska explains to Rosa, her daughter, that
the drawings are meant as a disenchantment
of history: “You were going to be a gift for Berlin,
a city which, for me, was the place from which
destruction usually came. At least for my family.
A gift to lift the spell”. Rajkowska decided to
give birth to her daughter in Berlin. She named
her Rosa, after two women: Rajkowska’s
great-grandmother, R6za Stern, as well as

Rosa Luxemburg, the Polish revolutionary from
Zamosé, who spent most of her life in Berlin and
was murdered there. She was an outstanding
intellectual, a theorist of political economy, a co-
founder of the Spartakusbund and a leader of the
German left-wing Social Democrats. Rajkowska
made a conscious decision to move to Berlin,

a city which has always been the destination of
thousands of emigrants. Her project became a
kind of reenactment of history, and the artist’'s
seemingly private act has acquired unusual
symbolism. The emotional and administrative
consequences of this decision will be felt by
her daughter throughout her life: from now on,
in the date and place of birth entries, Rosa will
always write: “Berlin“. The city and its history
will be a part of her life forever. In her Born in
Berlin project, Rajkowska shows her unborn
child around the painful locations of Berlin and
acquaints her with the wounds of the past. She
confronts society’s hope for the future (a newborn
baby) with the city’s history.

Memo Ao Posa, 2012, cAalALLOY C KOAGXM A Letter to Rosa, 2012, slideshow of collages

Konekuusa / Collection Wroctaw Contemporary Museum, Poland
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e skin was moist, covered with flecks of gore. The letters were freshly borm. They were from the Cyrilic or Greek aiphabets.
orming a word, they stood in a row, leaning against the wall, but | was not able to read what it said.

e will live there, so that you could be completely saturated by the city. So the first word you hear will be German and your first infection
be caused by a German virus.




flnyc Cama / Jaanus Samma

Cepusrta ot potorpadum AAFAGC (MprAOXKHO
M3KYCTBO 3a reyi KAy6) e CBbp3aHa ¢ BUAEO
npoekT, konto AHyc Cama peaAn3npa CbBMECTHO
¢ Ano Manctuk. Tor ce CbCTOM OT LLECT KpaTKK
CLLEHW Ha NOAYTrOAM, €POTOYHO MPUBAEKATEAHU
MbXe, KOUTO U3BbPLLBAT Pa3AUUYHM
CEACKOCTOMaHCKK AEMHOCTM - AOB, PUBOAOB,
opaH v Ap. MaesTa Ha aBTOpUTE € Aa NOKa3BaT
Te3N KPaTKM BUAEA HaW-BeYe Ha ekpaHuTe B rem
KAy60BE, KaTo Mo TO3M HauuH TpaHchopMupaT
obuyaliHaTa UM cpepa U NOTbPCAT HOBU
Bb3MOXHMW FAEAHU TOUKM KbM NPEACTaBUTE

3a XOMOepoTMKa. Bbnpeku ,,MPUAOXKHOTO”

CY NpeAHa3HayYeHne NPOEKTLT BCbLLHOCT
npeAcTaBAsiBa M3CAEABAHE Ha CTepeoTunuTe u
nonyaapHuTe GopMu Ha penpeseHTaums, KOuTo
yyacTBaT B KOHCTPYMPAHETO Ha NPeACTaBU 3a
HauYMH Ha XWBEEeHe, MAEHTUYHOCTH, LLEHHOCTH,
COLMANEH U KYATYPEH CBAT. YacT oT Hero e u
M3AaBaHETO Ha KaTtanor BbBeaeHue B [TpUAOXKHO
M3KYCTBO 3a res KAy6, B KOMTO pa3AMYyHK aBTOPU
UHTEpPNpPeTUpaT obpasnTe U Cb3paBaT KOHTEKCT
3a NpounT Ha paboTaTta. AKLEHTLT € NoCTaBeH
BbPXY COLManHaTa pPoAsi Ha reit kKnyboBeTe KaTto
MHCTUTYLIMS, KAKTO U BbPXY MbXKaTa epoTrKa

N MBbXECTBEHOCTTA B €CTOHCKUTE GOAKAOP M
arpapHa Kyatypa. Camute BMAea ca 3aCHETU Ha
ocTpoBM B baAnTniicko Mope, KaTo B TAX yyacTBaT
HenpopecroHanHU MOAEAN.

AAFAGC (nprA0XHO M3KYCTBO 3a rei kay6), 2010

cepusa ot 7 dpotorpadumn, 40x60 cm
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The series of photographs AAFAGC (Applied Art
for a Gay Club) is connected with a video project
which Jaanus Samma has created together

with Alo Paistik. The project consists of six short
frames of half-naked, erotically attractive men
who perform different activities in the field -
hunting, fishing, ploughing, etc. The intention

of the artists is to present these short videos
mainly on screen in gay clubs and in this way to
transform their usual surroundings and search
for possible new viewpoints on the concept of
homoeroticism. In spite of its “applied” purpose,
the project is in fact a study of the stereotypes
and the popular forms of representation
involved in the construction of ideas of a way

of life, identities, values, a social and cultural
world. Part of it is the issued catalogue
Introduction to Applied Art for a Gay Club, in
which different authors interpret the images and
create a context of comprehending the work.
The emphasis is placed on the social role of

gay clubs as an institution, as well as on male
eroticism and masculinity in Estonian folklore
and rural culture. These specific videos were
filmed on islands in the Baltic Sea and feature
non-professional models.

AAFAGC (Applied Art for a Gay Club), 2010
series of 7 photographs, 40x60 cm






PapoctuH CepeBueB / Radostin Sedevchev

»,MUroBeTe CAeABaT EAMH CAEA APYT: HULLIO HE UM
npuAaBa MAKO3UATA 3a HAKAKBO CbAbpPXaHWE, HUTO
NPUBMAHOCTTA 3a HAIKAKBO 3HaueHue. Te oTauTar,
HO TEXHUAT MOAET HE € Hall NOAET; HMe NPOCTO

ro HabatopaBame, NAEHHUUM Ha 6e3CMUCAEHO
Bb3npuaTme”.

Emua YopaH

3axBbPAEH CMUCHK C UMEHa Ha CEKCYanHM
napTHbOPW. BCUUKM Te OCTaBMAM CBOATA

cAeAa, PUCyBaT NMopTPeT Ha CbCTaBUTeAs. A3,

OT CBOS CTpaHa, M306pasaBam Tax. Bceku e
BbIALTEH B UMETO, C KOETO € 3aroMHeH, 1

BCEKM NOPTPET € AEKOMMNPECUA Ha OcTaBeHaTa
cAepa. AeKOMMNpecUsTa B CAyYas e akT Ha
CUHTETUYHO pasrpbllaHe Ha COMEHa, BOAEHO OT
cybeKTMBHOCT, dpaHTasus 1 obcecusi, 6e3 KakBaTo
1 Aa 6MAO NpeTeHLMs 32 AOKYMEHTAAHOCT MAW
UCTMHHOCT. EAHM AMLLIEHM OT 3HAUEHWE CMOMEHM,
OTBOPEHM 33 HOB NPOYMT U NOBTOPHA 3abpaBa.

85, 88 pucyHkM (0T kKouTo 3 npasHu), 10x15 cm.
BCSIKa pPUCYHKa, MOAMB, xapTus, MBLL naockocr,

0611 pasvep - 100x170 cm.
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“The moments follow each other; nothing lends
them the illusion of a content or the appearance
of a meaning; they pass; their course is not ours;
we contenplate that passage, prisoners of a
stupid perception”.

Emil Cioran

A discarded list with the names of sexual partner;
each and everyone left his trail. All of them draw
a portrait of the complier. |, on the other hand,
draw them. Each is embodied in the name by
which he is remembered, and every portrait is

a decompression of the trail of memory. The
decompression in this case is a synthetic act of
extraction of the memory, lead by subjectivity,
fantasy and obsession, without any claim of
faithfulness to real life events. Memories deprived
of meaning, opened for a second reading and
ultimately - oblivion.

85, 88 drawings (3 of them blank), 10x15 cm
each drawing, pencil, paper, PVC surface, overall
size - 100x170 cm






ficeH 3rypoBcku / Yasen Zgurovski

FAceH 3rypoBCKM € aBTOpP, KOUTO MOXEM

A CBbPXEM C KOAAXHWU KapTUHU, B KOUTO
XMBOMWCTA U PUCYHKaTa ce CMecBaT KaTo
NPEeAnoYMTaHN TEXHUKK Ha paboTa 3aeAHO C
APKWUTE LBETOBE, CKPUTUTE HApaTUBK, BASICbKa

M MHOTFOTO AMYHW CUMBOAM W 3HaUWU. MoxeM Aa
ro CBbpPXEeM OLLE U C UAKOCTPaLMUTE B Pa3AUYHU
nspaHus, ¢ DJ cetoBeTe, kKnyOHaTa KyATypa,
KaKTO M C Apar KyMH MbppopMaHca B AMYHOCTTa
Ha XyaneTa UHTepranaktnka. B pabotute my
MMa HapoYHa HaMBHOCT, AeKa MHPAHTUAHOCT U
TbpCeHe Ha epAHa eAHOBPEMEHHO eMOLIMOHAAHA
W TeAeCHa KpacoTa. KpacmBoTO B CAy4yas €
CBbP3aHO KaKTO CbC CaMmUs TBOPUYECKM aKT (C
M3KYCTBOTO M M3KYCTBEHO-TO/M306PETEHOTO),
Taka 1 C BbTpeLLeH NpoLec Ha HeNpecTaHHo
camMocb3paBaHe. Pabotata Craabk Cbio3 €
HanpaBeHa crneunanHo 3a Codus Kyubp Gopym
M HOCK HEroBOTO MOTO. HEMHOTO nocAaHue e
AMPEKTHO U A0 M3BECTHA CTENEH NAAKaTHO.

To e ,MmaHMdeCT” Ha paBHOMOCTaBEHOCTTa

W Ha XXWBOTa-B-3a€AHOCT, KOMTO OTMBa

0TBbA AeOUHULMUTE Ha NoAa, NpobremuTe

Ha MAEHTUYHOCTTa U AXEHABP POAUTE.
YHUBEPCAAHUAT XapaKTep Ha ToBa NocAaHMe
CbLUBPEMEHHO € U yTonuyeH. 3a AceH 3rypoBCcku
Ta3u yTonusa e cBbp3aHa ¢ 6e3kpanHKa NPasHMK,
CSiIKall eAHO FOAIMO MapTH, B KOETO BCEKU MOXE
Aa yyacTBa.

BM

Craabk cbtos, 2015
200x140 cMm., AurutanHa rpaduka,
aKpuA, konax, MA®
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Yasen Zgurovski is an artist whom we associate
with collage paintings in which painting and
drawing, as the preferred working techniques,
mix together with the bright colours, hidden
narratives, glitter, and the numerous personal
symbols and signs. Furthermore, we can
associate him with the illustrations in various
publications, DJ sets, club culture, and the
drag queen performance in the personality of
Julieta Intergalactica. His works are marked

by deliberate nalvete, slight infantilism and

the search for a simultaneously emotional and
physical beauty. The beauty here is connected
both with the creative act itself (the art and the
artificial/invented thing) and with an internal
process of incessant self-creation. The work
Sweet Union was created specifically for Sofia
Queer Forum and carries its motto. The message
conveyed by the work is direct and somewhat
declamatory. It is a “manifesto” of equality and
of life-in-togetherness that spreads beyond the
definitions of sex, identity issues and gender
roles. The universal nature of this message is
just as utopian too. To Yasen Zgurovski, this
utopia is associated with the endless feast - a
big party in which everyone can participate.
VM

Sweet Union, 2015
200x140 cm, digital graphics, acrylic,
collage, MDF
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KYUDBP KYTUA / QUEER BOX

Kypatop BeHeAnH LLlypenoB

Pabotute Ha MapTuH MNeHes 1 AHrea YobaHoB
AOMbABAT NPEACTaBUTE HU 3@ ,,KyWbp” MO EAMH Ha
NPbLB MOrAEA OTCTPAHEH OT AMYHOCTTa HAUMH.

B eanHus cayyalt B pabotata Ha MapTuH

MNeHeB [MMHOKMO e Kyubp!!! NPUKa3HUST repoi,
dbaHTacMaropuyHoTo Cb3paHUe, MUTOAOTMYHATA
odurypa - NMUHOKMO € NpeACTaBEH He CaMo KaTo
cTtatnyHa durypa Ha CMUCbAQ, HO Kato durypa
Ha onwuTta. Mrpaukata Kato 06eKT No NPUHLMN €
aKTWBEH NapTHLOP B U3rPaXAaHETO Ha AMYHOCTTa,
a peteto ,TpabBa” Aa ce NorpuxM 3a HelHata
counannsaums. Paborata Ha AHrea YobaHoB
KOHTaKT ponycka aHoMaAWs B obuyarHata
dYHKLMOHAAHOCT Ha TEXHUKaTa, KOATO €
M3MOA3BaHa B MHCTaAaUMATa. YCTPOMCTBOTO

€ AOTMYECKO NMPOABAKEHWE Ha MepapxuyHuTe
MOAEAW Ha MoA3BaTeAs. B nopuepTtaHo
MeTapopryU€eH CTUA aBTOPBT 0CBOBOXAABA EAHO
YCTPOWICTBO OT yTUAUTapHaTa My 3aBWCMMOCT, 3a
Aa ro npenparu B AMPUYHOTO U MPUYYAAMBOTO.

MaptuH Mewes, MMHokMo e kyubp!!l, 2015

2015, 06€eKT (AbpBeHa urpayka B kytus), 12x32,5 cm.
Martin Penev, Pinocchio is Queer!!!l, 2015

an object (wooden toy in a box), 12x32,5 cm
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Curator Venelin Shurelov

The works of Martin Penev and Angel Chobanov
supplement our notions about “queer” in a way
that at first glance appears defamiliarized from
the person.

In one case, in Martin Penev’s work Pinocchio

is Queerl!l, the fairytale character, the
phantasmagoric creature, the mythological figure
- Pinocchio is depicted not solely as a static figure
of meaning but rather as a figure of experience.
In principle, as an object, the toy is an active
partner in shaping the character, and the child
“is supposed to” take care of its socialization.
Angel Chobanov’s work Contact introduces an
abnormality in the designed functionality of the
equipment used in the installation. The device
represents a logical extension of the user’s
hierarchical models. In a markedly metaphorical
style the author exempts a device from its
utilitarian dependence and moves it into the
realm of lyricism and oddity.

AHren YobaHoB, KoHTakT, 2015
MHCTanauus
Angel Chobanov, Contact, 2015
installation
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[epownTe OT NprKaskWTe BUHArKM ca kKyubp. Toa ye MUHOKMO
UCKa Aa CTaHe ,MCTMHCKO MoMYe” 03HayaBa, Ye B CoupManeH
NA@H TOW € CTpaHeH, ayTcavaep U MapruHan. Bonpocst e
KakBo 6V HanpaBUAO EAHO AETE, aKo MMa TakaBa Urpadka?
MapTtuH MNeHeB

Fairytale characters are always queer. For Pinocchio wishing
to become “a real boy” means that from a social perspective
he is bizarre, an outsider and a marginal. The question is,
what would a child do, if it were to have such a toy?

Martin Penev

KOHTaKT - UHTUMHM B3aUMOOTHOLLEHUSI MEXAY ABaMa AyLLW.
KOHTaKT - npoTnyaHe Ha ToK Mo Bepwura.

KOHTaKT - 06€KT, OT KOIMTO Ce MoAaBa TOK Ha eAEKTPUUECKM
ypean.

Mpoun3BeAeHMETO U3MNOA3BA KOHTaKTa kato Metadopa.
OnpoBepraBa ce npeacTaBara, Ye eAMHCTBEHO Npu
HaAMUMETO Ha (XKEHCKM) KOHTAKT U (MBXKM) LLLENCeA MOXe
Aa Ce OCbLUECTBM BPb3Ka W Aa NpoTeye enekTpnyecTso. B
CAyYasi KOHTaKTLT Ce OCbLLEeCTBABA MPU AOKOCBAHETO Ha ABa
Lencena.

AHren YobaHoB

Contact - intimate relationships between two people.
Contact - current flowing through a circuit.

Contact - a connector used to provide power supply to
electrical appliances.

The work uses the contact as a metaphor. It renounces the
idea that a connection is possible, and current will flow, only
in the presence of a (female) electrical contact and a (male)
plug. In this case, the contact occurs from the touching of
two plugs.

Angel Chobanov
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/ Yasen Zgurovski

flceH 3rypoBcku




LIUPK! MOETO PASAMYHO CEMEUCTBO
CIRCUS! MY DIFFERENT FAMILY

Pa3anuHuTe GOpMH Ha CEMEHCTBOTO AHEC
Kak Aa KyubpHeM noAuTHuecKus cybexr?
»OOUKHOBEHA” AMCKPUMHHALMUA

The various forms of the family today

How to queer the political subject?

“Ordinary” discrimination

the fridge & CounaneH ueHTbp ,Xacnea”
the fridge & Social Center Haspel

AHTPOIMOAOrI M0 MPOEKTa, MoAeparop Ha Amckycumn Ctedpan KpbeteB
CoTpyaHUK 1o rnpoekta Mapua AeaueBa

Project anthropologist, moderator of discussions Stefan Krastev
Project collaborator Mariya Delcheva



Iupxk! Moero pa3mmyHo
CeMeNICTBO

BbB opmara, B KOATO e O3HAT J{HEC,
LIMPKBT 3aIl04Ba fIa e pa3BuBa oT 18-19.
BeK HacaM. Toil 00enuHABa MHOXKECTBO U
Pas3IMYHY JeVIHOCTY, KOUTO IIpe3 BpeMeTo
MIMAT pas/MyeH XapaKTep: My3eiHu
eKCIIO3MINI Ha CTPAHHM KUBOTHU,
TeaTpajHy e/IeMEHTH VI KJIOyHau, QpUilK
1oy u ap. O60co6s1BaHETO My KaTo
crennUIHO IPOCTPAHCTBO, KOETO €
BKJIIOYEHO II0 OIIpefie/ieH HaulH B >KMBOTA
Ha 00IIIeCTBOTO, CBBP3aHO Hall-Bede ChC
3a0aB/IeHNETO 11 CBOOOIHOTO BpeMe, €
YacT OT MOJIEPHUTE IIPOLIECH U € IPOAYKT
Ha IVICLIUIMHUPALINTE IIPOLIEAYPY Ha
Br1acTTa (10 CMUCH/IA Ha pa3bupaHeTo

Ha Dyko). [IHec IMPKBT € eTHOBPEeMEHHO
IPOCTPAHCTBO HA KOMMUYHOTO, HO ¥ HA
Te/lecHaTa AVCLUIUINHA U Ha PUSMIECKUTe
MOCTIDKeHVST. Makap 1 M3K/TIOYMTETHO
XeTepOreHHO Y XMOPUIHO, YeCTO CBBP3aHO
C IpefcTaBara 3a Xaoc, IUPKBT € MSCTO,

B KOETO Ce PasurpaBar pasinnyHu
CTEPEOTUIIN, [PKEHIBD POIY, TPAHNYHI
IIPEeCTaBy 3a ,90BeK /,, JOBEIIKOCT .

Circus! My different family

The circus started developing along

the way we know it today since the
18™-19* centuries. It merges together
many different activities with various
substances: museum displays of strange
animals, a range of theatrical aspects
and the clowns, freak shows and so on.
It’s evolution as a specific space, which is
somehow integrated with the social life,
and most of all linked to entertainment
and leisure, is part of the modern
processes. Thus it is also a product of
the disciplining power procedures, in
the sense elaborated by Foucault. Today
the circus is simultaneously a space of
the comic as well as of the corporeal
discipline and physical prowess. Although
exceptionally heterogeneous and hybrid,
often linked to the notion of chaos,

the circus is a place where various
stereotypes, gender roles and borderline
concepts about the “human” and the
“humane” are played out. Within the
vernacular the expression “this is a circus”

3HawmeTo Ha meukuTe / The Bears Banner

>
Paskas 1 cemeiiiun dotorpadun 3a Xaitam Xabap (rei
MpaKyaHuH, Tbpcell, yoexuLLie 3apaau cekcyanHata cu
opueHTaums B Bbarapus) ot AeHuua AtobeHoBa

Short story and family photographs about Haytam
Zhabar (a gay Iraqi in Bulgaria seeking asylum on the
ground of sexual orientation) by Denitsa Lyubenova

AHKo AHAOHOB / Yanko Andonov

HoLwHMAT XMBOT Ha cemericTBoTo, 2015, cepus
dotorpadumn / The Nightlife of the Family, 2015, series
of photographs

MaptuH MNexes / Martin Penev

TeXHO MOMYe ¢ roAdm nenmc, 2015 / A Sad Boy with
A Large Penis, 2015 / TeXXHO MOMMYE C FOAEMM MbPAU,
2015 / A Sad Girl With Large Breasts, 2015

ManHa KoHcynoBa / llina Konsulova

lNoBeue ot moeTo 1an0, 2015 / More With My Body,
2015; Unpk/3nateH kamtop, 2015 // Circus/Golden
Clit, 2015
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BbB BCeKMIHEBHMA €3K ,,LINPKADKMIICKA
pabota” 6¥ MOIJIO 1a MIMa VI TIefIOPaTHBHO
3HavyeHe, JOKOJIKOTO IIPEJITIoIara, Je Hellio
€ HeOPTaHM3VPAHO, JIOIIO V3I'BIHEHO YN
I'BK CTPaHHO, Hepa3bupaeMo, YyHaro.
[Tnardopmara ,,Llupk! Moeto pasnmmaHo
CeMeiCTBO” M3II0/I3Ba IMEHHO Ta3!n
CTIO>KHOCT Ha TIPeiCTaBaTa 3a ,1MpKa’ 1
Ha HeroBMTe PXIMI Ha yIIoTpeba, 3a 1a
OTBOPY IIPOCTPAHCTBO, B KOETO KYUDp Ce
MVC/IV IIPEMVE BCUYKO KATO 4y0amocm.
Pamkara nosBosnsBa a 6bfie pasimpeHa

B Pa3/IYHY TIOCOKM Y1 OTEHIIMATHO
BKJIIOYBA BCEBB3MOXKHI UBKITIOUECHN
HOSULVIN ¥ PO/ B 001ecTBOTO. B cryuas
cbc Codus kynnp popyM - CragbK Cbro3
T4 00€MHABA MICICHETO 3a CEKCyaTHUTe
VIV TIOTIOBY Pas3/I4NA, 32 TPAHCIKEHIBP
11epOPMATUBHOCT, aH/JPOTYIHHOCTTA

might also have pejorative connotations
as it presumes that something is
disorganized, badly executed or strange,
incomprehensible and weird.

The “Circus! My different family”
platform is using precisely this complexity
of the notion of the “circus” and its usage
in order to open up a space where queer
is interpreted as weirdness above all else.
Such framework could be expanded in
different ways to potentially include all
kinds of excluded positions and roles

in society. In the case of Sofia Queer
Forum - Sweet Union, the framework
unites thinking about sexual and gender
differences, transgender performativity,
the androgynous bodies with other kinds
of borderline and/or specific physical
states, stereotypes and roles.

Matepuanm 3a MHTEpceKc xopata ot MNoa HalaeHoB
Materials about intersex people from Pol Naydenov



Braaumup AaBues, Aa ce HamepsiT oTroBopuTe e TpyAHO, 2015, nocTaHOBKa

EceTa Ha rMMHa31CTV Ha TeMU 3a AOMALLHOTO HacuAKe OT BbArapcku GoHA 3a xeHute




Ha TeJIaTa, C Py TPAaHNYHY W/ YN
crieriyaHy PpUsMUECKN ChCTOSHNUS,
CTepeOTHIIN U POJIIL.

3a yuyactue B miardopmara be msnpareHa
ITOKaHa, KOSITO OCTaHa OTBOPEHa [0

Kpasi Ha IIPOBEXIaHeTO Ha popyMa.

Bsixa u3onsBaHm KaKTo KaHa/luTe Ha
COLIMATHUTE MPEXU U MeIMUTe, TaKa

U Ha pas/JIM4Hy OpPraHu3allm, Cpey
kouto: buirapckn onz 3a xeHnre,
Miagexxa JITBT opranusanys
»eicrre’, Ponpanus ,,Pecypcen
LeHTBp - bumutuc’, bparapckn xensuHckn
komuteT, QoHOAINA ,, ACOLanysa
Anumyc’, bparapcka aconyarnys no
CeMeIiTHO IVTaHMPaHe U CeKCYasTHO 37paBe,
LleHTBp 3a MEXIyeTHIYECKY IVAJIOT U
TOJIEPAHTHOCT ,, AMajuIie” 1 fip.

Camara peaym3sanyst 6e oz popmara Ha
U300 B TIPOLIEC, B KOSITO Ce IpyeMaxa 6e3
CeTIeKIVIA BCUYKI IPEIOKEHN B Pe3y/TaT
Ha OTBOpPEHATa II0KaHa, U TP ITyOIYHN
IVICKYCUM, TIOATOTBEHN Y MOJIePVIPAHY OT
antponosnora Credan Kpbcres.

B ,,ITupk! MoeTo pasmnyHoO ceMeyicTBO”
yJacTBaxa CbC cBou pabortn STHko
AnpoHnos, Vmna Koncynosa 1 Maptua
[Tenes, 6s1xa mpegoOCTaBEHN MaTePUAIN
oT nHTepcekc akTuBucTa Ilon HarineHnos,
amBokarkara [Jenuna Jlro6eHoBa

oT Mnapexxka JIT'BT opranusanus
»lerictBue’, [eprana Kynesa n Hagexpa
JepmenmxueBa ot bpiarapcku ¢poHz

3a xerure. Yact o cpOuUTHETO Os1Xa I
CTEeH/BII KOMEIMITHOTO 110y Ha Muxann
Komes 1 nocTanoBkara Ha Bragummp
HaB4yeB /la ce Hamepsam omeosopuine

e MpyoHo, B KOATO OCHOBEH IIpo6/IieM

Oe OTYY)XJIeHNETO VM eMOLIVIOHA/THATA
MIPUBBP3aHOCT HA XOpaTa KbM PasiniHu
TIpeMeTI.

BM
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The open invitation to take part in this
platform was sent out and it remained
open until the last date of the forum.

The channels of the social networks

and media, as well as those of various
organizations were used, among which
are: Bulgarian Fund for Women, LGBT
Youth Organization Deystvie, Bilitis
Resource Center Foundation, Bulgarian
Helsinki Committee, Animus Association
Foundation, Bulgarian Family Planning
and Sexual Health Association, Amalipe
Center for Interethnic Dialogue and
Tolerance and others.

The very realization of the platform took
the form of an exhibition in progress
where all submissions were accepted,
without any selection, as the product of
the open call. There were also three public
debates prepared and moderated by the
anthropologist Stefan Krastev.

Yanko Andonov, Ilina Konsulova and
Martin Penev participated in “Circus!

My different family” with their works;
there was material kindly provided by the
intersex activist Pol Naydenov, the lawyer
Denitsa Lyubenova from LGBT Youth
Organization Deystvie, as well as Gergana
Kutseva and Nadezhda Dermendzhieva
from Bulgarian Fund for Women. The
standup comedian show of Mihail Kotzev
and Vladimir Davchev’s spectacle It

Is Hard to Find the Answers were also
part of the event. The latter spectacle
dealt with the issues of alienation and
emotional attraction of people to various
objects.

VM



¢doto CeeTra EHueBa / photo Svetla Encheva

Cranumup Mawnarotos / Stanimir Panayotov

Mon HataeHoB v Buktop Annos / Pol Naydenov and Victor Lilov
AeHvua AtobeHosa / Denitsa Lyubenova
CredaH Kpbetes / Stefan Krastev

NYBNNYHUTE AUCKYCUU B pamKuTe Ha nnatdopmarta
»LUnpkK! Moeto pasnuuHo cemeircteo” / CtedaH KpbeTes

PUBLIC DEBATES within the framework of the
“Circus! My different family” platform / Stefan Krastev

lnamgopmama ,,Llupk” ce cmpemewe 0a
pa3meopu 2paHuyume mexody aKmueu3om

U cbBpeMeHHO U3Kycmeo. Tpume OucKycuu u
u3s10#6ama e pamkume Ha rsaamgopmama
MOMO2HAXA 30 MO8a PA3/IUYHU ryBaUKU, KOUmo
06umasam omoasieyeHu basau o epaHuyume
Ha 6bs120PCKOMO M1Yy6UYHO MPOCMPAHCMEO,
0a ce cmecam u 0a u32padsam Hewjo Kamo
MOMeHMHa 0bujHocm 8 KoHmexcma Ha Coghus
Kyubp gpopym. ObujHocm, 8 Koamo 3a
Kpamko beule 8b3MOMCHO HA HenomnyAapHU
memu 0a ce 2080pU 10 AUYEH, AH2AXUPAH U
He-4acmeH HAYUH.

Tekcmvm M0-00s1y pe3tomupa mpume
pas2080pa U Ha4uHUMe, o KoUMo me ce
€8bP38aXA C OCMAHAAUMeE CbObUMUS 8b8

gopyma.
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The Circus Platform aimed at dissolving
boundaries between different forms

of activism, academic knowledge and
contemporary art. The three discussions
and the exhibition, which took place within
the framework of the platform, helped for
the mixing of audiences occupying variously
marginal positions in Bulgarian public space,
and for the creation of something like a
temporary community within the context of
Sofia Queer Forum. A community where for a
brief moment it was possible to speak about
unpopular themes in a personal, engaged
and public way.

The following text summarizes the three
conversations and the ways in which they
related to the other events in the forum.



EnHononosumAT 6paK u
CemelcTBO ca NpaBHa U
coumanHa peanHocT oT
noBeuye OT JleceTUNeTHe,
a OT roANHW JOMUHUPaAxa
AHeBHUA pes Ha JITBTU
ABNXEeHNATA Ha MHOIo mecTa Mno CBeTa. Ho
peweHneTo Ha BbpxoBHUA cba Ha CALL, ot
toHM 2015 r. KaTo Ye /i1 3anpaTy TemaTa 3a
reii 6paka c HeNno3HaTa cuia KbM LleHTbpa
Ha robanHua nonynapeH obuiectseH gebat
- YecTo C LleHaTa Ha MHCTPYMeHTasiHaTa
ynotpeba. leit 6pakbT cTaHa embiema Ha
,IMBepanHocT n nporpec” A HanpoTus

- Ha ,Mopa/iHa pa3Basa”’, B 3aBUCMMOCT

OT MHTEHLMNTE Ha roBopeLus, 6es, B
noBeyeTo C/y4au, No CbLLECTBO Aa ce 3acAra
OOMUHAUMATA Ha XeTEPOHOPMATUBHOCTTA.
dopmynmpaxme nbpsaTa AUCKYCUA C
pa3bupaHeTo, Ye xeTepoHopmaTa bu

ce paskonebana No-cUHO, aKo rei
CEMeNCTBOTO He ce OTAeNs NpefBapUTesHO
B KOHLLENTYasIHO reTo, a ce pasrexaa
€HOBPEMEHHO U C MPOMEHUTE, KOUTO
HacCTbNBaT B XeTepocemMeicTeaTa. Mickaxme
1 Aa 3anasmm 6anaHc mexay rnobanHu
npouecu 1 GoKyc BbPXY JIOKASHUA KOHTEKCT

1
-
o
N
N
i
0
<

1 npobnematuka, cneunduyHn 3a boarapuma.

Coumonornyeckute u gemorpadckm
OaHHW NOKa3BaT, Ye B 6b/rapcKkoTo
06L1ecTBO ca 0C06EeHO BUAMMM HAKOU

oT pyHAAMeHTanHMTe TpaHchopmaLmm
Ha cemeNncTBOTO B obaneH naaH.
XeTepoceKcyanHaTa HOpMa Ha ceMelicTBa
C MaiKa, bala n geua BCe NO-TPYAHO ce
cpela B peasHocTTa. MHO3MHCTBOTO Aela
ce pax4a U3BbH 3aKOHOBO AedUHUPaHK
CeMeWHU ABOMKM, B CEMENCTBA C eauH
WM ABaMa OTCbCTBALLM POAUTENN U

ap. UHPopMaLMOHHUTE TEXHOIOTUN U

PA3/IUMHUTE ®OPMMU
HA CEMEMCTBOTO HEC
THE VARIOUS FORMS OF
THE FAMILY TODAY

70

Same-sex marriage and
family have been a legal

and social reality for more
than a decade. They have
dominated the agenda

of LGBTI movements all
over the world. However, the US Supreme
Court’s ruling from June 2015 seems to have
forcefully placed the theme of gay marriage
rights at the center of global mainstream
social debate, often at the expense of its
instrumentalization. Depending on the
speaker’s intentions, gay marriage has
become emblematic of “liberal values and
progress”, or the opposite - of “moral decay”.
Either way, though, in most cases it does not
touch upon the dominant hetero-normativity
which informs deeper social attitudes.

We defined the first debate with an
understanding that the heteronormativity
will come under a stronger challenge if the
gay family is not separated into a conceptual
ghetto a priori, but rather is investigated
alongside the transformations which the
hetero family is going through. We also
wanted to keep the balance between a global
process and a focus on the local context with
problems specific to Bulgarian society.
Sociological and demographic data show that
some of the fundamental transformations

of family on a global scale are especially
pronounced in Bulgarian society. The
heterosexual norm of a family unit with a
mother, father and children is ever harder

to come by in reality. Most children are born
outside of legally defined family couples,
into families where one or both parents are
abcend, etc. New information technologies
and migratory trends are changing the
material basis and organization of family



MUTPAUNOHHUTE ABUXKEHUNA NPOMEHAT
MaTepuasHaTa OCHOBA M OpraHun3aLmaTa

Ha cemenHuTe OTHOLWUEHUA, N PONATA Ha
CEMEWCTBOTO Ce Noema OT APYrU KONEKTUBM,
KOWTO onocpeasnBaTt UAEHTUYHOCTTA U
NPUHAANEXHOCTTA Ha HOUBUANTE.

MaKap v KnacoBo 1 reorpadCcku orpaHUYeHmn
W BCE OLLLe A0CTA CKPOMHM B ambuummte

cu, ce 3ab6enna3BaT eKCnepuMeHTH

C pa3nnyHM GOpPMM OKOO 1 OTBDBA,
aTOMapHOTO CEMEMCTBO - KaTo POAUTENCKUTE
KoonepaTusu. BanuaeH e BbNPOCHT Aanu
TOBa Ca eMaHUMNMpaLLm eKCnepumeHTH CbC
cemeliHuTe dopmu nnm ad hoc oTrosopm

Ha Kpu3aTa Ha coLManHaTta AbpiKasa u
nNy6ANYHUTE UHCTUTYLMM 3@ COLMANHO
Bb3MPOM3BOACTBO KaTO AETCKUTE AC/MK,
rpaguHu 1 yumauwata? Tosu Tmn BbNpocu
BbPBAT NapasieNNHO Ha KYyUbp KPUTUKNUTE Ha
YTBbPKAABAHETO Ha e4HONO0N0BUA BpaK KaTo
KparHa To4Ka Ha 6opbaTa 3a paBHonpasue.
JOKONKO OHEBHUAT pes Ha ABUMXKEHUETO 3a
eMaHUMnaunAa Ha CeEKCyasiHUTE pas3nnyma

€ CbBMECTMM C MaesATa 3a CEMENCTBOTO
BbOOLLE M He € /11 TO OrpaHMYaBaHe Ha
paguKanHuAa My noteHuman? BbamoxKHO v e
A3 MUCAUM Kyubp GOPMM HA CEMEICTBOTO?
Obcbaaxme Te3un BbNPocK 3aeaHo ¢ EneHa
CroiikoBa (npenogasatesika B Kateapa
»Counonoruna”, Copuinckm yHusepcutert), Mon
HaligeHoB (MHTepceKc akTMBUCT, doHAaumA
»PecypceH LeHTbp - Bununtuc” u poguten),
BukTop J/lInnos (nonutmyecka naptus LEOC)
n nybnvkata B CoumaneH LeHTbp ,Xacnen”.
EneHa CroiikoBa 3ano4yHa c nocnefoBaTtesiHa
KPUTUKA Ha CbBPeMeHHUs Mogen Ha
cemeiicTBOTO. 3a HeA TOW He e yHMBepcaseH
M U3BBHUCTOPUYEH, @ OTNEYATHK Ha
6yprKkoa3HOTO cemeincTBo oT 19. BeK €

MaiiKa, 6awa v geua. Tosm mogen cnopes,
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EneHa CrovikoBa / Elena Stoykova

relations; the role of family is taken over

by other collectives mediating individual
identity and affiliations: affinity collectives
and groups such as on-line and off-line friend
and peer groups, etc.

Although restricted by social class and
geography, and still rather modest in their
ambitions, there are some experiments
with various forms around and beyond

the nuclear family - such as “parenting
cooperatives”. It is a valid question whether
these are emancipatory experiments with
family forms or an ad hoc answer to the
crisis of the welfare state and its institutions
for assisting social reproduction, such as
nurseries, kindergartens and schools. These
guestions go hand-in-hand with the queer
critique of defending same-sex marriage as
a final point in the struggle for equality. To
what extent is the agenda of the movement
to emancipate sexual differences compatible
with the very idea of a family at all? Is not it
restricting its radical potential? Is it possible
to think of queer family forms?

We discussed these questions with Elena
Stoykova (lecturer at Sofia University’s
Department of Sociology), Pol Naydenov
(intersex activist from the Bilitis Resourse
Center Foundation and a parent), Victor Lilov
(political party DEOS) and the audience of
the Social Center Haspel.

Elena Stoykova began with a systematic
critique of the current family model.
According to her, it is neither universal nor
ahistorical, but rather an imprint of the
bourgeois family from the 19* century with
a mother, father and child. Stoykova claimed
that this model has a birth deficiency,
because it is structurally twisted to suit the
needs for the psychological emancipation

y



CTOMKOBa MMa poXKAeH AedeKT, Tbi KaTo

€ CTPYKTYPHO U3KPUBEH CMIPAMO HyXAuTe
3a NCUMXO/IOrMYECcKa eMaHLMnauma Ha
6yp)KOa3HMA XeTepoceKcyaneH MbK

OT CpefHa Kiaca; Tol CTPYKTypupa
CEeMeNCTBOTO KaTo MACTO Ha CUFYPHOCT
OTBb/, KOHKYPEHTHATA JIOFMKa Ha Na3apHoOTO
CbpeBHOBaHWe. BbTpe B TOBa MPOCTPaHCTBO-
ybexuLLe 0CcTaBaT 3aKNIOYeHM KeHaTa

W AeuaTa, KOUTO He NOoCTUraT HUTO
MKOHOMMYECKA, HUTO NCUXONOTNYECKa
emaHumnauma. *eHaTta e pa3no3HaBaHa
CaMo KaTo obmyallla, KOMyHUKMpPaALLaA,
rpuKeLla ce ebmpe B ceMeincTsoTo. Tosa
pokaeHo netHo cnopen CTolikoBa npasu
CeMelnCcTBOTO HECNOCOBHO Ha MPOMEHMU

M eMaHUuMnunpaHe, To TpabBa aa 6bae
M3HaYya/IHO AEKOHCTpyupaHo. PeweHuneTo,
OOHAKDBAE NapafloKCanHo, ce Kpue B
OeMUCTUPULMPAHETO Ha NPETEHLMUNTE Ha
bpaka ga 6bae He-MKOHOMUYecKa cdepa,
Jpyzaomo Ha MNasapa. MKoHoOMMYecKaTa
noruka Tpabsa Aa Biese BbTPe B UHTUMHUTE
OTHOLWEHMSA, 3a Aa crnpaT Te Aa 6baat
ekcnnoatauwmsa. ,Tpabea 0a ce npecmaHe ¢
napadokca 0a naawame Ha Herno3HamMu xopa
30 8cAKa ycnyaa, Koamo noayyasame”, Kassa
CToWKOBa, ,HO 0a rnoszsame mpyoa Ha Hal-
61u3Kume cu xopa, 8 Koumo cme enobeHu,
6e3rnnamHo”, ToBa e BCe NO-Bb3MOXKHO U
3aLLOTO C MHTEPHET U COLMANHUTE MPEXKMU
CemelcTBOTO NpecTasa Aa 6bae YHUKaNHO
MACTO 33 NCUXONOTMYECKa EMAHLMNALNA;
Ta3un pPoaA MOXKe fa U3NbJHW BCAKA efHa
coumanHa MHCTUTYLMA, KOATO NpPeaoCcTaBA
YYBCTBO 33 MAEHTUYHOCT.

Cnopea CumeoH KiopKuunes (AOKTOpaHT

no couuonorus, CY) pasreapaHeto

Ha CeMeMncTBOTO 38 MKOHOMMUYECKa
emaHumMnauma He BOAM [0 noseve
ocBoboxaeHne. MKoHoMUYecKaTa

JIOTMKa 3ayllaBa BCAKa gpyra dopma

Ha emaHLMMNauuA, 3aToBa TpsAbBa aa ce
YMHOXaBaT aBTOHOMHUTE NPOCTPAHCTBA,
KbAeTo TA He PpyHKLMOHMpPa. CemelicTBaTa
TpsbBa Aa MmaT npaso Aa 6baa
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of the bourgeois heterosexual middle-class
male; it structures the family as a safe haven
beyond the competitive logic of market
rivalries. Within this sheltered space, women
and children remain locked up; they do not
achieve either economic or psychological
emancipation. The woman is recognized
only as a loving, communicating and caring
being within the family. In Stoykova’s view,
the family’s birth defect renders it incapable
of transformation and emancipation; it has
to be deconstructed from the ground up.
The somewhat paradoxical solution might
be in demystifying marriage’s pretense to
be a non-economic sphere, to be the Other
of the Market. The logic of economy should
enter into intimate relations in order to stop
them from being exploitative. “We should
stop with this paradox - paying people we
do not know for every service we get”, says
Stoykova, “but at the same time using the
labor of our closest people, the ones we

are in love with, free of charge”. It is ever
more possible to achieve this, because with
the Internet and social networks, family is
no longer a unique place of psychological
emancipation; this role could be taken up
by any social institution lending a sense of
identity.

According to Simeon Kyurkchiev (PhD
candidate in Sociology, Sofia University),
opening up the family to economic
emancipation would not lead to more
liberation. The logic of economy suffocates
any other kind of emancipation; autonomous
spaces where it does not function must be
multiplied. Families should have the right to
be economically inefficient, even “tragically
dysfunctional”.

As a “practicing parent” in an LGBTI couple,



MKOHOMMYECKUN HeeDeKTUBHM, JopH
,mpaauyHo Hepabomeuwju”.

Mon HaiigeHoB KaTto ,,ipakmuKysauy
podumen” 8 ITBTU pBoiiKa pasKpUTUKYBA
KPUTUKaTa Ha XeTePOHOPMATUBHOTO
cemelicTBo Ha CtoikoBa. Cnopes, HaliaeHos
OTINEeXAAHETOo Ha Aeua e TPYAHO ,,8
HAKaKea hopma Ha coyuasneH xaoc”. U reis,
W CTPENT XxopaTa MoraT Aa ca KpUTUYHM

KbM XeTePOHOPMATUBHOCTTA AOKATO HE T
CNoneT! IMYHUA ONUT HA POAMUTENCTBOTO.
ToraBa M30CTaBAT IMYHATA eMaHLUMNaumA

33 CMeTKa Ha No-BUCOKaTa MOpasiHa uen

Ha OTIEeXAAHeTo Ha AeuaTa. BapHo e, ue
[OMMHMpaLLaTa B 06LecTBOTO cemMeliHa
dopma, CbC CBOUTE ACHO PasrpaHUYeHn
MBXKKa U )KEeHCKa poaA, Cb3haBa TPYAHOCTM 3a
NITBTW aBOWKUTE - 4HONOIOBUTE POAUTENN
He MoraT Za UrpasT Ha 4o6pPOTO U /IOLIOTO
yeHre, HanNpUMep, IMNCBaT Bb3MOXHOCTHU

33 couManmsauma ¢ Apyru 4BOMKN U T.H.
Tesu TpyaAHOCTU ry6aT 3HaYeHmneTo cu obave
npea, npakTMyeckaTa HeobXxoAMMOCT Aa

ce OTIIeXKAaT Aela B ACHO AepuHMpaHa
CTPYKTYpa Ha Bb3Npomn3BoacTBo. Helo
noseuve, B CBOATA ANCKPUMMUHMPAHA
nosuuna JI'6TU poautenute cnopes,

Mon ca, napagoKcanHo, ,,Mo-0ma080pHU
podumernu” oT xeTepoceKkcyanHuTe. Mpu
NITETW aBOMKUTE AeuaTta ca pe3ynTaT Ha
Cb3HaTe/IHO 0OMUC/IAHE 1 B3ETO peLleHMe,
BbMPEKM OYAKBAHUATA 33 COLMANHA CTUIMa,
OrpaHUYeHUA, ANCKPUMUHALMA, CTECHEH
coumaneH Kpwr. ToBa, KoeTo e Heob6xoaMMmo, e
Aa ce npueme AePpUHNLMA Ha CEMENCTBOTO,
KOATO € AOCTaTbYHO LMPOKA, Ye A3 NpU3Hae
CKpPUTUA 1 NnoaTucHaT Tpya Ha JITBTU
[BOVKWTE, KOMTO Ce M3BBbPLLBA M B MOMEHTA.
YyacTHUK OT nybsMKaTa penivkmpa, ye

reii poguTennTe ca pasyMHu M OTFOBOPHM
e[UHCTBEHO KaTo edeKT Ha HacToALLaTa
NoATUCHMYECKa 0bLLeCTBEHA CTPYKTYpa.

Te HAMAT UMYHUTET KbM KOHCepBaTU3Ma

W NaTpMapXasHOCTTa, M aKo penpecuaATa

Haz, TAX n34yesHe, buxa penpoayumnpanm
TPAAULMOHHNA MOAEN C HEroBUTE
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Pol Naydenov criticized the critique of

the heteronormative family offered by
Stoykova. In Naydenov’s view, raising
children is difficult “in a form of social chaos”.
Both gay and straight people can be critical
of heteronormativity until they are faced
with the personal experience of parenthood.
They then abandon individual emancipation
in favor of the higher moral goal of

raising their children. It is true that the
dominant social family form, with its clearly
differentiated male and female roles, creates
difficulties for LGBTI couples - for instance,
same-sex couples could not play the “good
cop - bad cop” routine; the possibilities for
socializing with other couples are lacking,
etc. These difficulties lose importance when
compared to the practical necessity of raising
children within a clearly defined structure

of reproduction. Furthermore, given their
discriminated position, LGBTI parents

are, according to Pol, paradoxically “more
responsible parents” than heterosexual ones.
In LGBTI couples, children are the result of a
decision that has been consciously thought
out and made in spite of expectations of
social stigma, restriction, discrimination, and
a limited social circle. What is needed is to
adopt a definition of family which is wide
enough to acknowledge the hidden and
oppressed labor of LGBTI couples, which is
taking place even now.

An audience member commented that gay
parents are sensible and responsible only

as an effect of the current oppressive social
structure. They have no immunity against
conservatism and patriarchal attitudes, so if
the oppression over them disappears they
would reproduce the traditional model with
its hierarchical relations whereupon the



MNepapxmMyHu OTHOLLEHWSA, KaTo ,bottom”
no3uumMATa Ce NPeBbpPHE B ,}KeHaTa”.
CToliKoBa npusHa, ye JIFBTU popmute nmat
NnoTeHLMan Aa NPOMEHAT CEMENCTBOTO.
MNo-yecTo obaye ce NOAYMHABAT Ha CbLUUTE
npasuaa U NOBTAPAT CbLUUTE MOAE/M Ha
nosefeHue KaTo ,,cmaHoapmHus mooden”

Ha CEMeICTBO, Tbil KaTo TOM e CBbp3aH C
OCTaHa/IUTe LLeHHOCTU KaTo POMaHTUYHaTa
No60oB, NCMXo0rMYyeckaTa emaHumMnNaums,
NapTHbOPBT KaTo EANHCTBEHUAT YOBEK, C
KOMTO MOXKeM Aa cnogensime.

Bukrop Jiunos aopassusa Tasu naes, Kato
CroMeHaBa OrpaHUYeHnss Habop OT TEPMUHH,
KaTo Hanpumep ,,Maika”, ,6awa” un ,gete”, c
KOUTO 0BMYaNHO CU C/y»KaT NOBEYETO XOpa.
Ha xopaTa um ce Hanara Aa ce cbobpasssat

1 Aa n3bupat eaHa OT NpeaBapUTeNHO
onpezeneHnTe posuv, ako UCKaT Aa 6baat
pa3bupaHu B exkegHEBHATA KOMYHUKaLMS,
KosTo BoaaT. Cnopep, /Innos, ycuaunsta um
[,@ 3aMas3AT TO3M KOHCepBaTUBEH MOZEN
YecTo BoAM A0 0bpaTHMA pe3ynTaT - TaKoBa
CTporo npegonpeaensHe AONpPUHAcs 3a
B/IOLLABaHe Ha TOYHO Te3M B3aMMOOTHOLLEHWA
MeXAay XxopaTa, KOMTo ce onuTBa Aa

CbXpaHW. HaTUCK KaTo TO3K, KOUTO NOATUKBA
cemeicTBaTa a 0CTaBaT 3aefHo ,,3apaam
Aeuarta”, B KpaliHa CMeTKa YecTo JoBeXKaa
[,0 EMOLMOHAIHK NpobieMu Npw Tesu geua,
KOWTO HECb3HATE/IHO KOMMPAT NOBEAEHNETO
Ha MaiKa cu nam b6alla cu, KaTo pearmpar
arpecyBHO M CTaBaT HEKOHTPOIMPYEMMU.

3a [fleHuua JliobeHoBa ot Mnagexka JINBT
opraHusaums ,[JeiictBue” nskasaHute
KPUTMKM KbM CEMEWCTBOTO MOraT Za ce
yeTaT KaTo $popMa Ha XeTepoceKcyasiHa
npusunerua. JIFbTU xopaTa He pa3snonarat

C OYEBUAHUTE CUTYPHOCTM U 3aLLUTU, KOUTO
WMHCTUTYLIMMTE KaTo 3aKOHa 33 AOMALLHOTO
HacuMe NPeaoCTaBAT Ha XeTePOCEeKCyaIHUTE.
CemencTBOTO MMa eMaHLMNaTOPCKa pons

3a TAX KaTo GopmMa Ha CUTYPHOCT, KaKBaTo
0B6MKHOBEHO MM € 0TKa3BaHa. 3Ha4YeHNeTo My
KaTo L&/, KbM KOSITO TPsibBa Zia Ce BbPBU, He e
n34yesHaso.
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“bottom” position will turn into a “woman”.
Stoykova acknowledged that LGBTI forms
have the potential to change the family.
More often, though, they submit to the same
rules and adhere to the same models of
behavior as in the “standard family model”.
That is because this model is “weird” to the
rest of our values such as romantic love,
psychological emancipation, and the partner
as the only person we could share with.
Victor Lilov developed this idea further,
mentioning the limited set of terms such

as “mother”, “father”, and “child” which

the majority of people usually deal with.
Persons are forced to comply and pick

one of the pre-existing given roles if they
want to be understood in their everyday
communication. The efforts to preserve this
conservative model according to Lilov often
have the opposite result - such strict fixation
contributes to the deterioration of the very
relations between people which it tries to
preserve. Pressures such as these that urge
families to stay together “for children’s sake”
often end up causing emotional handicaps to
these children, unconsciously copying their
mother’s or father’s behavior, reacting with
aggression and going out of control.

For Denitsa Lyubenova from LGBT Youth
Organization Deystvie the critique of family
voiced so far could be read as a form of
heterosexual privilege. LGBTI people do

not have the self-evident protection and
security offered to heterosexual people by
the Domestic Violence Bill. Family has an
emancipatory role for gay people as a form
of security which is usually denied to them.
Its importance as a goal to be strived for has
not disappeared.



Cranumup lMaHaioToB, Aea BalicoBa
Stanimir Panayotov, Lea Vajsova

BTopaTa amckycua B
pamkuTe Ha naatdopmaTa
»LIMPK” ce 3aHMMaBalle ¢
BbMnpocu ot obnactra Ha
nonnTnUYeCKaTa NpPakTuKa.
3a ToBa NoAcKasBalle U agymata ,,Kynbp”

B 3al/1aBMETO, pa3bupaHa B TO3M Cay4yail

He KaTo CbCTOsIHME, a KaTo AelCTBuMeE.
MonutnyecknaT cybekTt, KorTo TpAabsa Aa
6bae KyubpHam, 3a MOMeHTa CbLLEeCTBYBa
Hali-Beye KaTo Bb3MOXKHOCT. Toli TpabBa Aa
6bAe aKTUBHO M3rpaxkaaH, NPeoaonsBanku
[Ba TUMNa OrpaHUYEHUA - CTPYKTYpHUTE
OrpaHWYeHuns Ha NoseTo 3a AeNcTBUe nNpes,
AKTUBUCTUTE N OFrPAHNYEHNATA, KOUTO
NOCTaBA CaMMA aKTUBUCTKMUA nornen Kbm
TOBa nosne. Kbm MbpBOTO OrpaHnyeHme
cnaga dparmeHTaumMaTa MeXay pasnyHuTe
MUWKPOAKTUBUCTKU Kay3n, N0A03PUTENHO
HeYyyBCTBUTE/THUN KbM CbCeEAHUTE MUKPO
60p6M, C KOMUTO CNOAENAT KAKTO LEeNM,

TaKa U TaKTUKU, I'IpOGﬂEMVI nnoaxoau.
BTOpOTO OrpaHuyeHmne npounsnmsa Ha-

BeYe OT BUXKAAHETO HA COLMANHOTO nose
KaTO CbCTABEHO OT ABe HEPaBHM YacTy,
pa3aenieHun oT pA3KaTa rpaHumLa - YacTTa Ha
MWHNATIOPHOTO, CaMOBbB/1EYEHO aKTUBUCTKO
MaJLMHCTBO M YacTTa Ha ,MHAUbEPEHTHOTO”,
»VMHEpPTHO”, ,Heno3HaBaemo 1 HernosHaTto”
MHO3MHCTBO Ha ,,He-aKTUBUCTU”, KOETO
yrNopuUTO He ce NoaAaBa Ha eMaHuMnaums.
BTopaTa AMCKycMA nmalle npakTUyecku
3a/101, ONUTBaAlKM Cce Aa OTrOBOPM Ha
BbMNPOCA Bb3MOXKHO /1M € U KaK da 6baat
NpeoAoNeHN Te3un ABe orpaHUYeHnn?

Kakeu dopmu Ha nonnTuyecko agerncrTene ca
Hal-epeKTUBHM 3a Ta3u e B HacToALaTa
CUTYaLUA - TPaXKAAHCKM MOBMAM3aLmu,
napTum, ABuKeHUA? MNoctaBAHETOo Ha
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KAK OA KYUBPHEM
NOJIMTUYECKUA CYBEKT? Circus platform dealt with
HOW TO QUEER THE
POLITICAL SUBJECT?

75

[eoprn Mepapos, Nopa HoBaukoBa
Georgi Medarov, Lora Novachkova

The second debate within the

guestions from the sphere

of political practice. This was
suggested by the word “queer”
in the title, which is understood in this

case not as a situation but as action. The
political subject that needs to be “queered”
for the moment exists mostly as potential.

It needs to be actively constructed while
overcoming two types of restrictions - the
structural restrictions over the field of action
facing activists, as well as the restrictions
which the very activists’ attention imposes
on that same field. The first restriction
involves the fragmentation between the
various micro-activist causes, which are
suspiciously insensitive to the neighboring
micro-struggles with which they share goals
as well as tactics, problems, and approaches.
The second restriction follows mostly from
seeing the social field as composed of two
unequal parts that are divided by a sharp
border - the part of the miniature self-
involved activist minority and the part of
the “indifferent”, “inert”, “unknowable and
unknown” majority of “non-activists”, which
is stubbornly unyielding to emancipation.
This view partially obscures the multitude of
practices realized by the non-activist majority
at any given moment, and the “queer”
potential many of these practices have, a
potential which might be available outside of
the frame of activist theories.

The second debate had a practical stake in
trying to answer the question of whether it

is possible at all and how to overcome these
two restrictions? What forms of political
action are most effective in the current



Te3u BbMPOCU HaZiCKaya NoeTo Ha
JIFBTU akTMBM3MA. BannaeH e BbnpocsbT
Bb3MOXXHO n e JITBTU akTuBM3MbT Aa

Ce CBbpPXKe CbC CBbp3aHUTe 60pbu Ha
d)EMVIHMSMa, Ha eTHU4YeCKnTe maaunmHCTBa
WA Ha paboTHUUMTE Hanpumep? Ha Te3un
TEMU B AUCKYCUATA pa3cbiKaaBaxa flea
BalicoBa (coLM00MKKa M aKTMBKCTKA), Jlopa
HoBaukoBa (/ITBT-XXX Konektus), CraHummp
MaHaioToB (Codusa kyubp dopym), Pagocnas
CT0sHOB (Bb/rapcKmM XeN3MHKCKN KOMUTET,
Codwus Mpaiig), leopru Mepapos (Hosu nesu
nepcnexkTUBM) 1 opyru.

Cnopep CtaHumup MaHaoToB
noanTM3aumaTa Ha 6opbaTa Ha cekcyanHuTe
ManuuHcTBa B bbarapua npemmHasa

npes aga etana. [bpBuAT e ,,cmpo2o
6r0poKpamuyHo-aOMuHUCMpamugeH”

1 3ano4ysa B 1996-1997 r. JinuaTta Ha
OBUXEHMEeTO npes To3u Nnepuos, cbyetaBat
OBE PO/Y - Ha aKTUBUCT U Ha BlopoKpaT
€lHOBPEMEHHO, C NPeAM3BECTEH Pe3yATaT -
6lopoKpaTHLT NpeB3ema akTMBUCTa. Bropuar
nepuoz, 3ano4ysa c MbpPBUA reii Nnapag npes
2008 r., IbpBOTO U €4MHCTBEHO CbOUTHE, Ha
KOETO MOXKe Aa Ce roBOpPU Mo NOJUTUYECKN
HauyuH 3a NpobiemuTe Ha CeKcyaHocTuTe.
el napaabT cbbMpa HaHOBO
dparmeHTUpPaHUTE NHAMBUAM OT MbPBUA
nepuoa Ha ABuXKeHueTo. Bbnpekun ycnexa
My, MaHalioTOB NOCTaBA NoA CbMHeHHue
Bb3MOKHOCTTA 06LLHOCT Aa ce cb3gaae
€AWHCTBEHO npe3 aKTuBM3bM. O6LLHOCTTa
MeXay reil MbyKeTe ce nopaxkaa He B bopba 3a
npaBaTa Ha XopaTa C Pas3/IMYHA CEKCYasTHOCT,

a KaTo UM 6bae npeasioxKeHa nnatpopma,
KOATO ZlaBa ycellaHe 3a MHTUMHOCT. ToBa e
cnepncTBue Ha ABeTe pasivyHK bopbu - eaHaTa
OT KOUTO MHOIO INYHa, HANBUAYANU3NPALLA
M NapTUKynapusnpaLla - bopba 3a M4HmA
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situation - civil mobilizations, parties, and
movements? Presenting these questions
goes beyond the field of LGBTI activism. The
guestion about the possibility of connecting
LGBTI activism to the related struggles of
feminism, ethnic minorities and workers’
rights, for instance, is valid. These themes
were addressed by Lea Vajsova (sociologist,
activist), Lora Novachkova (LGBT- HHH),
Stanimir Panayotov (Sofia Queer Forum),
Radoslav Stoyanov (Bulgarian Helsinki
Committee, Sofia Pride), Georgi Medarov
(New Left Perspectives) among others.
According to Stanimir Panayotov the
political substance of the struggles of sexual
minorities in Bulgaria has gone through two
stages. The first was “strictly bureaucratic
and administrative” and it started around
1996-97. The leaders of the movement

from that time combined two roles - that

of the activist and the bureaucrat at the
same time, with the expected result of

the bureaucrat engulfing the activist. The
second stage started with the first Gay

Pride Parade in 2008 - the first and only
event where one could talk politically about
issues of sexuality. The gay parade united
once again the fragmented individuals from
the first period of the movement. In spite

of its success, Panayotov questioned the
possibility of creating a community through
activism alone. The community of gay men
is born not within the struggle for the rights
of people with different sexuality but when
they are offered a platform that gives them
the sense of intimacy. This is the result of
two different struggles - one of them is very
private, individualizing and particularizing - a
struggle for personal comfort, sharing and
personal happiness within the framework



PapocnaB CtosiHoB / Radoslav Stoyanov

KOM®OPT, CNoAesaHe 1 IMYHO LacTue B
pamMKuTe Ha UHAMBUAYANEH }KMBOT. XopaTa
YecTo He MCKaT Aa BMKAAT OTBbA, Tasu
nepcnekT1Ba, 43 OCb3HAAT, Ye 3a J4a UMa
NimyeH KomoopT, TPA6BA Aa ce NpeKpayn
rpaHuuaTa.

JNopa HoBauKoBa cmsATa, ye B 6barapckua
KOHTeKCT JITBTU 061 HOCTTa € MarMHepHa.
Mma xopa, Kouto cnogenat HeonmbepanHa
JITBTUN KoHcymaTopCKa NpaKTUKa,
noaAbprKaHa OT camaTta CUcTema, u ,,e0Ha
MasKa werna akmusucmu”, HoBaykoBa ce
CbMHABA, Y€ € Bb3MOXXHO NOIUTU3NUPaHE
npe3 KOHCYMaTOPCKUTE NPaKTUKK. Tpabea
a3 ce cb3gase MHOPACTPYKTYpa, KOATO Aa
NOAXPaHM NONNTU3ALMATA HA XOpaTa, KaTo
YUTATENICKM TPYNK, KbAETO Aa ce 06CbKAA
KaKBO 3Hauu ,,Kymbp”. ONuUT 3a cb3gaBaHe Ha
TakaBa MHPpacTpyKTypa e LGBTI Community
Fest (www.facebook.com/SofiaLGBTartFest)
- NPOCTPAHCTBO, B KOETO XOpaTa y4acTeaTt
6e3 fa ca 3a4b/IKUTENTHO TBOPLMK,
dnnocodu, nucaTenu, UHTENEKTYANLMN.
Tosu pectnsan noctass JIFBTU Bbnpocute
B MO-LUMPOK aHTUPALLNCTKM U aHTU-
pacuCTKKM KoHTeKcT. Cnopea HoBaykoBa
npobsem e 1 T0Ba, Ye bopbaTa B

Bbarapus e peayumpaHa [0 KOHTEKCTa

Ha efiHa CeKcyasiHoCT. A e HeobxoaAnmo

[a ce oCcb3Hae, Ye xomodobuaTa u
TpaHcpobumATa BCHLLHOCT ca pe3ynTaT oT
[OeMCTBMETO Ha NOATUCKALLMUTE CTPYKTYpH

B 06LLLECTBOTO, KOMTO Ca NATPUAPXAHO-
CEKCUCTKU, XeTePOHOPMATUBHMU. 33 Aa UMA
WHAOMBWUAYAIHA M FPYNOBa eMaHumMnaums,
TpsabBa ga ce n3pabotu gUCKYpC HA
passINyHU ponu - ,,a3 cbM secbulika, Ho
ocseH necbulika com u #eHa”.
CpaBHABAIKM CbBpeMeHHaTa CMTyaums B
Bbarapma c HaYanoTo Ha reil ABUKEHUETO
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of the individual’s life. People often do not
want to see beyond this perspective and to
acknowledge that for there to be personal
comfort, there has to be transgression of
borders.

Lora Novachkova reckons that in the
Bulgarian context the LGBTI community

is imaginary. There are people who share

a neoliberal LGBTI consumerist practice
which is supported by the system; and
there is a “small bunch of activists” as well.
Novachkova doubts that it is possible to
raise the political level through consumerist
practices. There has to be an infrastructure
created that would feed the raising of
people’s political awareness, such as readers’
groups where one would discuss what the
meaning of “queer” is. An attempt to create
such infrastructure is the LGBTI Community
Fest (www.facebook.com/SofiaLGBTartFest)
- a space where people take part without
necessarily being authors, philosophers,
writers, intellectuals. This festival positions
LGBTI issues within a wider anti-fascist and
anti-racist context. In her view, the problem
is also that the struggle in Bulgaria is reduced
to the context of a single sexuality. It is
necessary to acknowledge that homophobia
and transphobia are, in fact, the result of the
action of oppressive structures in society,
which are patriarchal and sexist, hetero-
normative. For there to be individual and
group emancipation, a multi-role discourse
must be worked out - “/ am a lesbian but |
am also a woman, too”.

While comparing the current situation in
Bulgaria with the beginnings of the gay
movement in the US in the 1970s, Lea
Vajsova pointed out two aspects - in the
American case there was very clear police



B AmepuKa npes 70-te, Jlea BaiicoBa
06bpHA BHUMaHME Ha ABE Hella - B
aMepUKaHCKUA Cayyal Mma MHOTO ACHa
no/INLENCKa arpecus, KoATo mobunmsmpa
xopata. OT Apyra cTpaHa, ANCKYpPCHT 3a
YOBELLKUTE NPaBa e Hamb/IHO IETUTUMEH.
BalicoBa nonuTa Aann B HacCTOALWMSA
MOMEHT B Bbarapma nma cxogeH nogpbyeH
NOINTUYECKM PEYHUK, KOMTO MOXKe Aa 6bae
nonssaH o1 JIFBTU aBuxKeHneTo?

3a Papgocnas CroaHoB uma JIF6TU obujHocT
1 T € TOYHO TaKaBea - HeonnbepanHa, AocTa
Karncy/mpaHa KOHCYMaTopcKa 06l HOCT.
MHO3MHCTBOTO OT XOpaTa ce NpexXmnsBsaBaT
KaTo ,,omKpumu 2eli xopa”, He N3NuUTBaT
npob6semn KaTo TakMBa U CNeA0BATE/IHO He
BUMKAAT CMUCH/ A Y4aCTBaT B ABUKEHME.
Xopata Kato CTOAHOB, KOUTO HAaM-aKTUBHO
ctoAT 3ag Codusa npaing, U3NUTBaT CEPUO3EH
npobsem Aa pasbepaT KakbB e ePeKTbT

OT TOBa, KOETO NpaBAT: ,Hamupame ce 8
momaseH xaoc”.

leopru MepapoB cmATa, Y4e orpaHUYEeHUATa
npep macosusupaHerto Ha JINBTU
AKTMBM3MA NpPOoM3TUYAT OT TaKTUKaTa

Ha ABUXXEHMETO NOMUTMKATA My A3 e
No/sINTUKATa Ha eBponeincKaTa UHTerpaums.
Mo3nuUMOHMpPaHETO OT CTpaHaTa Ha
€BPONencKMa CBPBbXENUT, U U3MON3BAHETO
Ha NIerasICTKM aprymeHTU - NPaBUAHN, HO
M3Ka3aHW OT NO3MLMATa Ha aBTopUTETA

- aBTOMAaTMYHO CBbP3Ba ,enT” U , He-
XeTepoceKcyanHuTe xopa” u cb3gasa
Bb3MOKHOCT 3aCM/IBaLLLaTa Ce KPUTMKA KbM
eNnTuTe Aa ce M3passfBa KaTo paguKaaHa
Xxomopobua. BHacAHETO Ha HOBOTO MOHATUE
,Kynbp” € nonesHo, 3a Aa ce NOCTaBM Noj,
BbMPOC TACHOTO 06BbP3BaHE C eBPONENCKUs
npoekT. [la ce n3cnensa Bb3MOXKHOCTTA

[a ce U3rpaam egHa Kateropms KaTo
L,aHMUpAWU3Ma”, KOSTO MOXKe 4a ce
paswupnBa, Aa BKAOYBA, A3 GopmMUpa eaqHo
HOBO MHO3WMHCTBO, CbCTABEHO OT MHOYECTBO
Ma/ILMHCTBEHWN NO3MLMK M 3aMa3BaLlo B
pamkuTe cn popmuTe Ha pasnnume. Cnopes,
MegapoB e HeobxoaMMo Aa ce 3anuTame
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aggression, which mobilized people. On the
other hand, the discourse about human
rights is completely legitimate. Vajsova asked
if at present in Bulgaria there is a similar
political vocabulary that might be used by
the LGBTI movement.

For Radoslav Stoyanov there is a LGBTI
community and it is exactly that - a neoliberal,
quite encapsulated consumer community. The
majority of people see themselves as “openly
gay people”, they do not have problems with
that and consequently see no reason why
they should be part of a movement. People
like Stoyanov who most actively support Sofia
Pride, have serious problems understanding
what the effect of what they are doing is: “We
are in total chaos”.

Georgi Medarov thinks that the limitations
facing LGBTI activism follow from the
movement’s tactics - its politics should be the
politics of European integration. However,

the positioning of the European super-elite
and the use of legalist arguments - correct
ones but used from the position of authority

- automatically connects the “elite” and
“non-straight people”, thus opening up the
possibility that the accelerating critique of the
elites will be expressed in radical homophobia.
The introduction of the new term “queer” is
useful so that the close interlinking with the
European project might be questioned. There
should be an investigation into possibilities

of constructing a unified category such as
“anti-fascism” which would be widened,
encompassing, forming a new majority that
consists of multiple minority positions while
still preserving within its framework the forms




M 3aLL0 NOCTaBAHETO Ha bpaKa B LeHTbpa
Ha JITBTU Bbnpoca cbBNaga no speme ¢
MOMEHTa, B KOMTO coLManHaTa AbpiKasa
ce oTTerns ot QyHKLUMUTE CU Ha NoAKpena
Ha Bb3npoun3soacTBoTo? [dann 6pakbT

He e MexaHW3bM 33 NpMBaTU3aLUATA Ha
Bb3MPOM3BOACTBOTO?

Jlea BaiicoBa pa3KpUTUKYyBa NPeEKaEHOTO
boKycnpaHe BbpXy MacoBOCTTa KaTo
MOKasaTen 3a CMiaTa Ha eHO COLMaNHO
AsuxkeHue. Cnopeg Hes, eaHa Manka
opraHu3upaHa rpyna ¢ ACHO NOCAaHUe, KOATO
ce 6opu Ny6AMYHO, LWe Npeam3BMKa No-
roAAIMO y4acTue, KoraTo To e Heobxoaumo:
,He moxce 0a ce oyakea 0a cmaHem
noaumu4ecku cybekm om moea, Yye crium
30e0Ho. Tpsabsa 0a umame ACHA yen u 0a
3HOeM KaKeo uckame 0a Hanpasum”.

TpeTaTta AucKycuA B

of differentiation. According to Medarov it is
also necessary to ask ourselves why placing
marriage at the center of the LGBTI question
coincides with the moment when the social
state is withholding its functions of support
for reproduction. Might it be that marriage is
the mechanism for reproduction?

Lea Vajsova criticized the tendency to

focus too much on mass participation as

an indicator of the strength of a social
movement. In her view, a small organized
group with a clear message fighting in public
will trigger larger participation when it is
needed: “We cannot expect to become a
political subject simply because we sleep with
each other. We must have a clear goal and we
must know what we want to do”.

The third debate from the

nnatoopma ,,Llnpk” )  OBUKHOBEHA” Circus platform dealt with
pasrnexgawe npoTuBopeynAaTa 8. AMCKPMMMHAL’.MH? the contradictions between
MeXay HOPMM, HOPMATUBHOCT, SN “ORDINARY” norms, normativity, difference
pasanymne u ANCKPUMUHALMA. ‘0_0; DISCRIMINATION? and discrimination. Questions

Bbnpocute oTHOBO ce

HacoyBaxa KbM NoTeHLMana 3a

NMPOMAHA: Bb3MOXHO /I € NPOTUBOAENCTBUE
Ha AMCKPUMUHALMATA BbB BCEKUAHEBMETO?
Bb3MOXKHO /1M € HOPMATUBHOCTTA 43

B3ema npessuz NonoBUTE U CEKCYanHUTe
pasnnumA? B gucKkycuaTa Bbpxy Tesn
BbMNPOCK pascbKaaBaxa leHoBeBa

Tuwesa (BbArapcku LEeHTbP 3a AKEHABP
nscnenBaHus), deHnua /liobeHoBa
(Mnagexka ITBT opraHusauus ,, Jeicrene”),
OunnsaHa AHrenosa (Bbarapcky Xen3amHKCKM
komuTeT), Non HangeHos (boHAaumA
»,PecypceH ueHTbp - buantuc”) n nybnmkara.
leHoBeBa TuweBa ovepTa NbTULLATA,

Mo KOUTe HaB/AM3aT NPOMEHUTE B
3aKoHoAaTeNcTBOTO B bbrapua u ce
CTPYKTYpUpPaT NOUTUYECKUTE N 06LLLEeCTBEHM
CbNpOTUBK cpeLly Tax. Hali-obxBaTHaTa
topuamyecka pamka, MctaHbynckata
KOHBeHUMA Ha CbeeTa Ha EBpona ot 2014 r.,
CaHKLMOHMPA BCAKA CUTYaLMA HA Hacuane
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once again were directed at

the potential for change: is
it possible to counteract discrimination in
everyday life? Is it possible for normativity to
account for gender and sexual differences?
Genoveva Tisheva (Bulgarian Gender
Research Foundation), Denitsa Lyubenova
(LGBT Youth Organization Deystvie), Dilyana
Angelova (Bulgarian Helsinki Committee),
Pol Naydenov (Bilitis Resource Center
Foundation) and the audience joined the
debate on these issues. Genoveva Tisheva
outlined the ways in which change enters the




3apaav nona, pasbupaH makcMManHo
LUMPOKO, BKNHOUUTENHO AKEHABP
WMAEHTUYHOCT M CeKCyanHaTa OpueHTaLms.
MoAnvcBaHeTO Ha KOHBEHLMATA e Npobaem
3a MOYTU BCUYKM NONUTUYECKM CUU B
BbArapua, KOUTO OTKPMBAT B HEA HEFACHO
NnpW3HaHWe Ha CEKCYaNHOTO pasnunuue.
[JeicTBalLmAT 3aKOH 3a 3aumTa oT
[OMALIHOTO Hacu/Me npeau aecetnnetue

e npeAu3BMKaa CblyaTa CUIHA CbNPOTUBA

B Map/ameHTa 1 B KpaliHa CMeTKa e npuet
6e3 3almMTa Ha XOMOCEKCYaNHWN ABOMKM.
Tasu cbnpoTuBa TpAbBa Aa ce Mma Npeasua,
KoraTo ce npegnarat npomenu. Cnopes,
TuweBsa, 06bUKHOBEHUTE X0pa TpsAbBa Aa
YyyBaT NOBEYe 3a ONMTa HA Pa3NYNETO;

na 6baaT cneveneHn, fa UM ce obacHABA
,MPABUSHO U 0bs120”.

OunsaHa AHrenoBa o6bpHa BHMMaHME Ha
TOBA, Ye AUCKPUMMHALMATA U NPUBUNETUATA
YecTo ce NPUKPUBAT KAaTO HOPMA U
HeyTpanHOCT. HopmaTa YecTo nsrexaa
HeyTpasiHa, HO CbAbpKa B cebe cu BAACcTOBU
BPb3KWU U OTHOLIEHUSA, NeTUTUMMUPA
npvBuaernaTa Ha Cb3ZaTenunTe Cu, CKPUBA
npvBuaerMnTe, CBbP3aHM C NOA, paca,
CeKcyanHoCT. BbArapckMAT HakasaTeneH
KOZEKC HanpuMMep CbAbpiKa MHOFO
,HeyTpanHn” Hopmu KaTo AeduHuunnTe 3a
61yACTBO M U3HACMABAHE, KOUTO OYEBUAHO

Ca B NON13a Ha MbXKeTe U XeTepoCeEKCYaTHUTE.

[Lpyr npobnem e U3KNHOYBAHETO Ha
NPecTbNIeHUA OT }KEHOMPA3CKU UK
XoMopobCKM Noabyan; 3aMmecTBaHETO UM C
,XyAu2aHcKU nodbydu”. 3a ga ce npebopum
C AUCKPMMMHALMATA € HEOBXOAMMO BMHATK
02 ObPKMM CMETKa KO Cb3gaBa HopmaTa
M KaKBW Ca NPWBWUIETMUTE, MOCTOAHHO Aa
3aZ,aBame BbMNpPOCUTE ,KaK ce cb30asa
Hopmama?”, kol A e cb30an?” u ,,3au0
moea u3obuw,o e Hopma?”.

MNon HailgeHoB 06bpHA BHUMaHUE Ha
WHTMMHaTA BPb3Ka, KOATO CbLLEeCTBYBa
MeXay penpecuBHUTE 06LLEeCcTBEHM HarnacK
KbM PasiMYneTo 1 MHCTUTYLIMOHANHUTE
MeAMULMHCKM U CbaeBbHM NPaKTUKK, KOUTO
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legislature in Bulgaria and the ways political
and social opposition against such changes
is structured. The most encompassing legal
framework, the Istanbul Convention of the
Council of Europe from 2014, sanctions every
event of violence related to gender which

is interpreted for maximum inclusiveness

to account for gender identities and sexual
orientation. The signing of the convention

is a problem for almost all political forces in
Bulgaria, which see in it a hidden recognition
of sexual difference. The acting legislation
for protection against domestic violence
triggered the same kind of opposition in
parliament a decade ago. In the end it

was passed without the protection of gay
couples. This opposition must be taken into
account when new changes are suggested.
According to Tisheva, ordinary people should
be made more aware about the experience
of difference; they should be won over after
“lengthy and correct” explanations.

Dilyana Angelova pointed out that
discrimination and privilege are often
masked as norm and neutrality. The norm
often appears to be neutral but actually
contains power structures and relations,
legitimizes the privilege for its creators,

and masks the privilege related to sex, race
and sexuality. The Bulgarian penal code, for
instance, contains a lot of “neutral” norms
such as the definition for debauchery and
rape that are obviously in favor of males

and heterosexuals. Another problem is the
exclusion of crime based on misogynist

or homophobic motives, being replaced

by “hooligan motives”. In order to get rid

of discrimination it is necessary to always
pay attention to who is creating the norm
and what kind of privilege s/he has and to
constantly ask the question “how is the norm
created?”, “who has created it?” and “why is
this a norm in the first place?”.

Pol Naydenov focused on the intimate
relation that exists between repressive
social attitudes towards difference and the



rM npeTBopABaT B AeicTBme. MHO3UHCTBOTO
OT XopaTa B 06L1ecTBOTO He MoraT Aa
npuemar, Ye e Bb3MOXHO APYro CbCToAHUE
OCBEH AICHO pa3rpaHMyeHne mexay
,Moia” v, weHama”. ToBa NpUHyXKAaBa
MeAMLMHCKUTE InLa A3 U3BbpLIBAT
»HOpManu3zupauwu” onepauumn Bbpxy
61onorMyHma non. AMcKpMMmnHaumaTa 3a
Mon e ,muebm, 8 Kolimo pewasame, ye
Moxem 0a CbOUM No-006pe 3a eOUH Yo8ek,
omKoskomo moli 3a cebe cu” .

DeHunua /lto6eHoBa NOKa3a NpPaKTUYECKU
HAuUMHMU ga ce Npean3BMKa NPOMAHa,

[A0pVY KOraTo IMNCBa 3aKOHOBa U
MHCTUTYLMOHANHA NpoLeaypa 3a ToBa.
Cnopea, HeA AbpiKaBHUTE MHCTUTYLUN
YecTo He 3HaAT KaKBO Aa NPaBAT U Kak

[Aa npunaraT 3aKoHOAaTeNCTBOTO. B TO3M
MOMEHT A06POBO/LUTE N AaKTUBUCTUTE,
HedbopManHUTE rPynu 1 KONeKTUBUTE BUxa
MOINM A3 U3BbPLWBAT ,,Mo0pusHa deliHocm”
OT K/1II04OBO 3HaYeHMe, KaTo ,M10KA38am Kak
obcmaHoskama ce e npomeHunaa”, Yecto
ycnsaBsaT Aa npeau3BuKaT 4eno, B pe3yaTaT Ha
KOeTO M3nun3a cbaebHo pelleHune, cnen Koeto
MHCTUTYLMUTE Ca NPUHYAEHW Aa AeicTBaT.
Ha Teopus 6barapckaTa npaBHa cMCTEMA He
€ 0CHOBaHa Ha AeicTBMeTo Ha common law,
HO B peasiHOCTTa Hanoc/aeAbK NpakTMKaTa
Ha cbAauAuiLaTa U Ha KomucuaTa 3a 3almTa
OT AUCKPUMMHALMA CTaBa No-BaXKHa OT
3aKoHUTe.
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institutional medical and judicial practices
that are transforming those in action. The
majority of people in society cannot accept
that there is another state possible except
for the clearly distinguished “man” and
“woman”. This forces medical personal

to perform “normalizing” operations on
biological sex. For Pol discrimination is “the
moment when we decide that we can decide
better about a person than he or she can
decide for him or herself”.

Denitsa Lybenova demonstrated practical
ways to instigate change even when there

is no legal or institutional procedure for it.

In her view the state institutions often do

not know what to do and how to enforce

the legislation. At this stage volunteers and
activists, informal groups and collectives
could take on “subversive actions” of key
importance by “showing how the situation
has changed”. Often they are able to trigger a
court case as a result of which there might be
a court ruling after which institutions would
be forced to act. In theory the legal system

in Bulgaria is not based on the precedent of
common law but in reality, lately, the practice
of the courts as well as of the Commission
for Protection against Discrimination is
becoming more important than the law.






»JKUBOTDT - TOBA CA ABE )KEHU"
“LIFE - THAT IS TWO WOMEN"

MN3noxba, cBbp3aHa ¢ obpasa Ha Malikata, ¢ pabotn Ha

Backa EmaHyunnoBa, Bepa AykoBsa, [eopru baes, MBaH HeHoOB,
\mka AHko, Hukonan Maictopos, MaBen KoinueB, CBeTAnH PyceB,
CyataHa CypyxoH. lanepus ,Backa EmaHymnaoBa”

An exhibition presenting the image of the mother, featuring works
of Vaska Emanouilova, Vera Loukova, Georgi Bayev, lvan Nenov,
Lika Yanko, Nikolai Maistorov, Pavel Koychev, Svetlin Roussey,
Sultana Sourouzhon. Vaska Emanouilova Gallery

* [ybAMKyBaHWUTe NPOU3BEAEHHS Ca OT KOAeKLUMATa Ha Coduitcka rpascka XyAOKeCTBEHa ranepus
The published artworks are from the collection of Sofia City Art Gallery

Cwuparo Lpnapa / Syrago Tsiara

UsrpaxaaHe ¥ pa3pyluaBaHe Ha crepeoTunu. 06pa3bT Ha MaWKaTa
B IPbLKOTO H3KYCTBO U NOAPMBHUTE FAACOBE Ha HOBOTO IPbLKO KHHO
Constructing and distorting stereotypes. The image of the mother

in Greek art and the subversive voices of the new Greek cinema

bosH MaHueB / Boyan Manchev
Ma#ka-aBTomar
Mother-Automaton

< Auka AHko / Lika Yanko
ECCE HOMO, 1978



»KIBOTBT - TOBa ca ABe KeHn” €

€lHa OT Hali-IIOCTaBAHIITE IMEeCH Ha
O'BIrapcKus MUCaTeN U ApaMaTypr
Credan Ilanes. T4 e cp3gageHa

B Ha4yasoTo Ha 80-Te I. 1 B Hes ce
pasurpasa fieiicTBue, KOETO MPeACTaBs
MOJIEpHIS 00pa3 Ha CEMENICTBOTO

M IBOJIKATa B PAMKHTE HA KBCHOTO
COIMAMICTIYECKO 001IecTBO. Bopen

e Ipo6/IeMbT 32 TOBA, KaK MaiKaTa 1
YKeHaTa MPUCHCTBAT B )KMBOTA HA MbXKA.
ITpes To3M cro>keT obade ce MOCTABSAT
po6eMu, CBbP3aH C TPEOCMUCITHETO
Ha TPauIMNTe, COMBCHKA MEXK/Y CEo

VI Tpaji B pasBUTHETO Ha OOLIECTBOTO,
Pa3MIHABAHETO MEXY Pas/IMIHU
MIOKOJIEHNsSI M TEXHUTE MIPECTABY 32
CBSAIT, KAKTO U IIPOMSIHATA B CAMUS

o6pas Ha >keHaTa. Bprpexn ye Toit

THpIN pa3BuTHe (CIIPSMO MaifKara, B
mecaTa YKeHara e MHOI'O I10-CBOOO/IHa,
BK/IIOUMTETHO U CeKCYaTHO, He3aBUCUMA U
CaMOCTOSITETHA), YKEHCKUAT 00pa3 ocTaBa
KaTo L5710 673K 10 IPUPOJATA, 10
€MOIIMOHATHOTO, MPAIMOHATTHOTO U JOPU
BeIIEPCKOTO, KOETO IMEHHO € U BP'b3KaTa
MEXY ABeTe KeHN.

Vsnoxx6ara B pamkute Ha Codust

Kynbp GOpyM 3aMMCTBa 3aI/IaBIETO

Ha I1ecara, QOKyCUpaKI ce BbPXY
ob6pasa Ha MaiikaTa u HeroBute Gopmu
Ha perpe3eHTallis B ICTOPMATA HA
O'B/IrapCcKOTO M300PA3UTENTHO UKYCTBO:
OT elHa CTPaHa, KaTo crieudnyeH
YKEHCKM 00pas, CBbP3aH ¢ MbXKa, OT APYTa,
KaTO OH3M TPETH elleMEHT B CTPYKTypara
Ha J[BOJIKaTa (CeMelCTBOTO), KOITO €
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“Life - that is two women” is one of the
most often staged plays by Bulgarian
playwright Stefan Tzanev. It was
written at the beginning of the 1980s.
The play represents the modern image
of the family and the couple within
the framework of late socialist society.
The leading issue is the way the mother
and the wife are present in the life of a
man. However, this subject line is used
as a vehicle to rethink tradition, to think
about the conflict between the city and
the countriside within a developing
society, to look at the misunderstandings
between the various generations and
their views, as well as the change in the
very image of the woman. Although
this image evolves (in contrast to the
mother, in the play the wife is much
more liberated, including sexually, more
independent and autonomous), as a
whole it is still positioned right next

to nature; it is close to the emotional,
irrational and even the “wizardly”
practice, which is, in fact, the link
between the two women.

Within Sofia Qeer Forum the exhibition
borrowed the title of the play while
focusing on the image of the mother
and its representations in the history

of Bulgarian visual art - on the one
hand, this is a specific female image as
related to the male; on the other - it is
the third element within the structure
of the couple (the family), which is a
carrier of “clan” memory. The mother

is a stable and conservative image often

lfeopru baes, bexaHka, 1983
Georgi Bayev, Refugee, 1983

>
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< Muxauna CtosHos, AuctaHums, 1979, kaabp oT usnoxbarta

B MOCTOAIHHATA My3€eiHa ekcnosuums Ha ranepus ,Backa EmaHynaosa”
Mihail Stoyanov, Distance, 1979, installation view from the exhibition
in the permanent museum exposition of Vaska Emanouilova Gallery

Backa EmaHynnoBa, luera - Centemspu 23, 1951 (AaBO)
Bepa A\ykoBa, M1eta, 1972 (AACHO)

Vaska Emanouilova, Pieta - September '23, 1951 (left)
Vera Loukova, Pieta, 1972 (right)

HOCHUTEJI Ha pofioBa mamert. Maiikara e
YCTOIYMB 1 KOHCEPBATUBEH 00pa3, 4ecTo
e CBBbp3aH ¢ TpaguuuaTa. s e Tasy,
KOSITO OCUTYPsIBa BB3IIPOM3BOACTBOTO

B CTPYKTypara Ha [IaTpyapXanaHoOTO
cemeitcTBO. ChII[eBpEMEHHO C TOBa
YeCTO Ce I10sBsBAa B XOPI/ISOHTa Ha
CUMBOIMYHOTO KaTO 13pa3 Ha Thrara,
MbKaTa, 0YaKBAHETO, [IPOIIIKATA,
I/ISKYHHCHI/ICTO n Hp

ITouTn OTCHCTBAT MPOU3BENEHMS, B
KOJMTO MajiKaTa ¥IMa CaMo CTaTyca Ha
JKeHa, Ha/InIle € 0OPaTHOTO - HelTHaTa
JKEHCTBEHOCT € TPAHCI[eHMPaHa TaKa,
Ye ce CBBbP3Ba C 0OLIN MPENCTABH,
MMl TAPaUrMajieH XapaKTep, KaTo
poauHa (Hapox), oM, YoBeK. [JloMuHMpa
mpercTaBara 3a Maiikara KaTo 3a
CHIIECTBO OTBBJ, IO/A; TA € OIM3Ka 50
HenopovyHus o6pas Ha boropopuia,
[peICTaBs MIIOCHPAMETO, KOOpoTaTa 1
mobpopneTenTa, Cb3MJAHNETO.

Camara n3nox6a ,,JKuBoTsT - TOBa ca JBe
>KeHI” e TI0Ka3aHa B IPOCTPAHCTBOTO Ha
ranepus ,,Backa Emanynnosa’, punman
Ha Cocuiicka rpajicka XyIo)KecTBeHa
rajiepus, KoATo obeuHsABa PpyHKIMUTE
Ha My3ell C IPOMU3BEIEHNATA Ha
ckynnTopkara Backa Emanynniosa u Ha
usnox6eHa 3ana. V360pbT Ha MACTOTO
[06aBst CMUCBHI KM CHIBP)KaHUETO Ha
usnox6ara. Backa Emanyniosa e efHa ot
I'BPBUTE YKEHM CKY/IIITOPKY B TPAVILIMSATA
Ha O'B/IrapCKOTO M300pa3UTETHO
U3KYCTBO. T4 3a1ouBa KapuepaTa ci OT
paHHKTe KPBroBe Ha JISIBOOPUEHTUPAHI,
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connected to tradition. She is the one
who makes sure the structure of the
patriarchal family is reproduced. At the
same time one is an image that is often
present on the horizon of the symbolic
as an expression of sorrow, torment,
expectation, forgiveness, redemption
and so on.

There are almost no art works where
the mother has only the status of a
woman; actually the opposite is the
case - her femininity is transcended

in such a way as to connect to some
general notions of paradigmatic
substance such as motherland (people),
home, and human. The notion of the
mother as a being beyond gender

is dominant. She is close to the
immaculate image of the Virgin Marry,
Mother of God, while representing
compassion, kindness and virtue, as
well as creativity.

The exhibition “Life - that is two women”
itself was shown in the space of the
“Vaska Emanouilova” Gallery in Sofia,

a branch of the Sofia City Art Gallery,
which serves both as an exhibition hall
as well as a museum hosting works by
the sculptor Vaska Emanouilova. In this
case the choice of the venue adds an
extra layer of meaning to the content of
the show. Vaska Emanouilova was one of
the first female sculptors in the classical
tradition of Bulgarian fine arts. She
started her career within the early circles
of leftist and socially engaged artists in



COIIVA/THO aHTaKMPAHU aBTOPU B
bobnrapus. VI makap de conannara
npo6eMaTuKa, Ipech3fajieHa Jpe3
o6pasuTe Ha TpyJeIINTE Ce XOpa 1
Ce/IAHNTE, IPUCHCTBA 10 IIOCTIEHO,
MHOTO IIO-TPAeH ¥ OIPeIeNIALL

HETHOTO TBOPYECTBO € MHTEPEChT KbM
K/IaCMYECKOTO T'OJI0 YKEHCKO Tsno. JKeHara
€ BJ/bXHOBEHME U Ha CEPMA OT MaJIKI
IJTACTUKY, IATUPaHu MeXy 1939 u

1940 r., KOUTO 13006passIBAT CEKCYaTHO

Y €pOTUYHO BIIJIETEHN €[JHO B JIPYyTO
YKEHCKI Tenma'. B I7I0CTHOTO TBOPUECTBO
Ha aBTOpKaTa IOYTH OTCHCTBA 0OpasbT
Ha Maiikarta. (Backa EManymnoBa mpasu
HOpPTpeT Ha Oallja ci1, HO He U Ha Mailka
CUI; MHOTO MAJIKO O'b/ITapCKY XYIO>KHITIKI
IpaBAT TakuBa noptpetn.) Toii ce
HOsIBABA CAMO BEJH'DX BbB BPb3Ka C
KomnosuuyATa Iuema - Cenmemepu

23, cp3nanena mpe3 1951 r., B mepnoa,

B KOIITO B O'b/ITAPCKOTO U3KYCTBO
IOMIMHMPA UJIE0NOTU3MPAHATA eCTeTUKA
Ha conmamicTnaeckus peamm3sbM. (Tyk
MMaM NIpeBIJ, Ye TAKMBA IPOU3BENEeHNA
JIMTICBAT B KOJEKIATA Ha Tajiepys ,Backa
Emanynunosa”) PaboraTa e cBbp3aHa ¢
T.Hap. CenTeMBpPUIICKO BbCTaHNE, KOETO
IIpeJiCTaB/IsABA OINUT 3a IIPeBpaT U CBaJIsTHe
Ha (alCTKaTa B/IACT, IOIKPETIEH OT
bpbarapckara koMyHucCTIYeCKa TAPTHA.
BriocneficTBue TOBa BbCTaHME OCTaBa
CUMBOJI Ha CHIIPOTUBATA I € BIIVICAHO

B opuIIMaTHATA MICTOpUOTpadms Ha
napTuATa. B TO3M cMUCHI B CKyInTYypaTa
Ha Backa EManyninoBa majikara e

! Cepusita OT paboTH € 4aCT OT KOJEKIMATA Ha
xypnosxanka CeTnus Pyces. Ta 6e mokasana B
pamxute Ha Codust kyusp dopym 2014 cper
IIOCTOAHHATA MYSeﬁ[Ha €KCIIO3UL VA Ha rajepus
»Backa Emanynnosa”. Bx. Credxa Ilanesa (cbeT.),
Copus kyuvp dopym 2014: Manugpecmayuu na
auunomo, Codusi: KOV, 2015.
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the country. Although the social problems
interpreted in her works through the
images of laborers and peasants are
present until the end, her interest in the
classical nude female body is much more
lasting and defining for her entire oeuvre.
The woman is also an inspiration for the
cycle of small sculptures dated between
1939 and 1940. These works represent
sexually and erotically intertwined
female bodies.! The image of the mother
is almost entirely absent from her body
of work. (Vaska Emanouilova made

a portrait of her father but not of her
mother; in fact very few female artists

in Bulgaria have made such portraits.)

It makes an appearance only once in
connection to the composition Pieta -
September 23, which was created in 1951
during the time when Bulgarian art was
dominated by the ideological aesthetics
of socialist realism. (Here I mean the
lack of such artworks in the collection of
Vaska Emanouilova Gallery.) The work
is dedicated to the so called September
Uprising from 1923, supported by the
Bulgarian Communist Party. It was a
coup attempt to overthrow the fascist
regime in the country. Later on this revolt
became a symbol of resistance and was
inscribed within the official history of
the Party. In this sense, the mother in
the work of Vaska Emanouilova is a
symbol of suffering and sorrow. Thus,
it is clearly part of one of the forms

of representation in Bulgarian art,
which is traceable in connection to the

! The cycle is part of the collection of the artist
Svetlin Roussev. It was shown within Sofia

Qeer Forum among the permanent museum
display of the “Vaska Emanouilova” Gallery. See
Stefka Tsaneva (Ed.), Sofia Queer Forum 2014:
Manifestations of the Personal, Sofia: KOI, 2015.



CHMBOJI Ha CTPAJJaHNETO U Thrara 1 1o
TO3Y HA4YMH Ce BIIUCBA IUTBTHO B €HA
sAcHa popMa Ha IpecTaBAHE, KOATO

B O'BIIrapCKOTO M3KYCTBO MOXKe Jia ce
MPOC/IeNy BbB BPB3Ka C IPeACcTaBara 3a
»CTPalaHNeTo Ha Hapoaa’.

[To-KbCHO, B pa3NM4HUA B KYITYPHO

U UJIEOTIOTMYECKO OTHOILEHNE TIePYOT,

Ha 80-1e, kommosnuuATa Iuema e
Ipecb3fafieHa I B rO/IAMATa CKy/INTypHA
rpyIa Ha maMeTHuKa 1300 200unu
Boneapus c arop Banentnn Crapues,
KOJITO € ITaMeTHMK Ha MCTOPMATA Ha
ObIrapckara ybp>kaBa M HElTHOTO
pasBuTHeE IIpe3 BeKoBeTe. AKO ce BbpHEM
Hasap Ie BUAVM KOJIKO yCTOM4NBa e
Bpb3KaTa MeXXly obpasa Ha Maiikara 1
CTpajalys Hapof ollle OT IPOM3BeNleHNs
KaTo KapTuHara Ha ViBan Muses ot

1926 r. Hawume matiku éce 8 4epHo
x00sm B KoneKuyATa Ha HanmonanHara
XYHO’KeCTBEHA rajleplsl.

3anoyBariKy UMEHHO OT TO3/1 OCHOBEH
PEeXMM Ha pelpe3eHTalus - Thrara,
CTpajjaHueTo, 3arybara, u3nox6aTa
THPCU HETOBOTO Pa3BUTHE B pabOTHTE
Ha Pa3/IMYHU ABTOPU OT KOJIEKLIMATA

Ha Co¢uricka rpajicka XyJZoXKecTBeHa
rajiepus, KaTo CbllleBpeMeHHO ce CTpeMI
7la OTKpMe pas3nn4mATa ¥ OTMECTBAaHMATA
OT OCHOBHaTa MMHuA. [onsama yact

OT IIOKa3aHWTe IPOM3BefeHNs (a

U KaTO LIsUIO OT IIPOM3BEJeHNATA B
konekiuaATa Ha CI'XT) ca oTkymenn

OT ob11aTa Xy0>KeCTBEHa M3/I0XK0a
»CBeTBT Ha JieTeTo 1 06pa3bT Ha
Obrapckara Maiika’, IpoBefieHa Ipe3
1979 1. oT odunMaTHaTa OpraHN3aLN,
IIpefiCTABAIA XYIOKHUIINTE B pAMKITE
Ha COLMAINMCTIYECKATA IbP>KaBa -
CpI03bT Ha O'B/ITAPCKUTE XYAOXKHALIIL.
Masiko ca aBTOpUTeE, KOUTO Ce OTK/IOHABAT
OT OCHOBHMTE (pOPMM Ha perrpe3eHTaLVIA

“peoples’ sufferings”

Later on, during the 1980s, which was

a period of very different cultural and
ideological characteristics, the Pieta
motive was interpreted once again by
Valentin Starchev in the monumental
sculptural composition for the 1300
Years Bulgaria monument in downtown
Sofia - a monument dedicated to the
history of Bulgaria and its statehood
over the centuries. If we go back we can
also observe how strong the linkage
between the image of the mother and
the suffering people is - for instance,

in a painting by Ivan Milev from 1926
entitled Our Mothers Are Always Clad in
Black from the collection of the National
Art Gallery in Sofia.

Starting precisely from this main
representational matrix - SOrrow,
suffering, and loss, the exhibition looked
for the evolution in the works of various
artists and works from the Sofia City
Art Gallery collection. At the same time
it aimed to manifest differences and
deviations from the main line. Many

of the works on display (and all those
from the SCAG collection not included
here) were purchased in the national

art exhibition from 1979 titled “The
World of the Child and the Image of the
Bulgarian Mother”. The organizer of the
show was the Union of Bulgarian Artists,
the official organization representing
artists within the context of the socialist
state. Few are the artists who deviate
from the main representational forms
of the mother and those are even more
markedly loaded with the symbolic
value of “clan” and “home”. This kind of
reading of the mother image is present
in the paintings Refugee (1983) by
Georgi Baev and Migration (1979) by



Ha MariKara, KOUTO Ollle IO-II0AYepPTaHO
Ca HaTOBAPEHM C'bC CUMBO/IIIYHA
CTOIHOCT, CBbP3aHa C pofja I oMa.

Tosu ,,ipount” Ha 06pasa ce 3amaspa B
KaptuHute bexcarka (1983) na leopru
baes n Muepayus (1979) Ha AHren
Baces, nocnegHara MHTEpIIpeTHpalia
IPeMIHABAHETO OT CEJI0TO K'BM rpajia
4pe3 oOpasa Ha 3a0pajieHara, O4aKBalla
YUIM M3IIpAlljallia Ha IIPo30pelia Majika.
JpamMaTuyHaTa, CTpagaT4ecka yJacT Ha
Hapofa, 3ary6aTa Ha poloBaTa MaMeT
VWIN Ha IOMa KaTo 001 NPeACTaBy MpK
APYTU aBTOPH Ce MPEBPBIIAT B IHIOOKO
JINYHO NCUXOTOTIYECKO CIIOfIETIAHE C
Mmalikara. [To TakbB HauMH IPUCHCTBA
06pa3bT B TBOPYECTBOTO HA XYOXKHIKA
CaermnH Pyces, KOITO e cpej OCHOBHUTE
He CaMo aBTOPY, HO U ITyO/IMYHM

¢urypu B 6b1rapckoro uskycrso. Toit e
I'bJITOTOAIIIIEH TIpeficenaTen Ha Chlo3a
Ha Xy[JO>KHUL[UTe 1 WwieH Ha [Taprusara
npenu 1989 r., 3amasun cunHMA cn
aBTOPUTET 1 JIO HACTOSAIVS MOMEHT.
Maiikara He IIPOCTO € CpeJj OCHOBHITE
TEeMM B HETOBOTO TBOPYECTBO, HO MIMEHHO
HeroBara cOOCTBEHA MajlKa e IOCTOSHEeH
MOJIeJI 32 aBTOPA.

B nHTepBIO BBB BpBb3Ka C U3NIOKOaTa,
3aI1a3eHo B apX1MBa Ha Trayepns ,Backa
Emanynnosa™, CeetTnuH Pyces criopens

* Ha 4 mapt 2016 1., B Kpas Ha u3noxxbara
,KuBOTBT - TOBa ca [iBe >keHu™ B rajepus ,,Backa
Emanynmosa” Gelire IpoBefieHa OTBOPEHa Cpelia—
pasrosop cbc CBeT/H Pyces, Ha KOsITO 6sixa
[IOKa3aHM HaJl ABafieceT KapTUHIL, N300passaBaIu

HeroBaTa Malika, IIpaBE€HM IIpe€3 pa3/INIHN TOAVHIL.
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Backo Tiopekunes, OuakBaHe, 1984
Vasko Tyufekchiev, Expectation, 1984

Kana 3orpadosa, HenssectHoro, 1989
Kalya Zografova, The Unknown, 1989

Angel Vassev. The latter work interprets
the passage from the village to the city
through the image of the veiled and either
waiting or sending oft mother positioned
at a window.

The people’s dramatic, suffering-filled
destiny, the loss of the “clan” memory
or the home as a general notion is
transformed in the works of the

other artists into a deeply personal,
psychological act of sharing with the
mother. That is the way the image of

the mother is present in the works of
Svetlin Roussev, an artist who is not

only a leading artistic figure but is also

a public one. Before 1989 he was a long-
time chairman of the Bulgarian Artists’
Union and a Bulgarian Communist

Party member who has kept his strong
authority to this day. The mother is not
only a leading theme in his works, but his
own mother serves as his constant model
as well.

In an interview related to the show, which
is preserved in the archives of the “Vaska
Emanouilova” Gallery?, Svetlin Roussev
shared this answer to the question - what
is it that makes him go back to this model
over and over again? “The occasions and
the motivations vary, but the main thing
is the psychological state of my mother

2 On March 4, 2016, at the end of the show “Life -
that is two women” there was a public talk at the
Vaska Emanouilova Gallery by Svetlin Roussev.
The visual presentation included more than twenty
paintings with the image of his mother, created at
different times.
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“XXMBOTLT - TOBa ca ABe XeHW”, Kaabp OT u3noxbata B ranepusi ,Backa EmaHymnosa”
“Life - that is two women”, installation view from the exhibition at Vaska Emanouilova Gallery

KaTO OTTOBOP Ha BBIIPpOCA KOE N3BMKBa
HY>KZIaTa /ja ce BPbIiia KbM TO3M MOJIETI, 4e
VI TIOBOJIIATE, U IPUIVMHIUTE Ca Pa3TNIHI,
HO OCHOBHOTO € IICXO/IOTMY€eCKOTO
CbCTOsSIHME Ha MaliKa M1, HE3aBUICIIMO OT
KOMITO3MIVIOHHUTE 3aga4, CbCTOAHUE,
KOETO OYEBU/IHO HE CAMO MU JIOMIA/Ia,

HO eMOLIMOHA/IHO MU e 6rm3ko” [Tocre
1o6aBst: ,A ¥ ITACTUYECKUAT IPUHIIAI,
KOVTO M3MOBS/IBaM, € IPOTUBOIIOKA3€H
Ha TI00OHY MIIOCTPATUBHY Pa3Kasl,
KOUTO IO TO/IsIMA CTEIleH CTaHaXa MOJa

- aBTOpM 12 06sACHsBAT cebe Cu, UfenTe,
CMUCB/IA U T.H. ... Cera mma MHOTO

Hellja ja Ipubass KbM [IOPTPETUTE HA
MaiiKka MU - 0614, caMOTa, pa3MICHII 3a
JKMBOTA, CUHOBHO TIPeK/IOHEeHMe, 60/Ka
U M'bKa, HO BCUYKO TOBA € C/IE[ICTBIE.
HPI/I BCHYKN C/Tyday BHYIIEHNETO, KbBM
KO€TO CBM Ce CTPEMSIT, ChbCTOSTHIETO,
KOETO ChM Ce OIUTBAJI [ja PasKpusl, 1
[STIOCTHOTO IIACTUYECKO M3TPaXK/JaHe
He CbM T CBbP3BAJI C HElllO, KOETO
MCKaM fa criogessa?!”,

O‘IeB]/IJIHOTO npeMNHaBaHE OT

001110, CIIOIeTIEHO, PeNpPe3eHTATIBHO
OTHOIIIeHNe KbM 06pa3a Ha MaiikaTa
KBM HECIOIeTNMOTO MHTHMHO
oOuryBaHe o6aye He O3HaYaBa OTKa3

OT CUMBO/IMKATa Ha Ta3u ¢urypa.
Pasjnmkara ce CbCTOM B TOBA, e C
aKIIeHTUPAHETO BBPXY CBOEOOPasHMs
IyXOBEH AMaIor 00pas3bT ce OKa3Ba
HepasJIeHoO CBbP3aH C IMYHOCTTA, KOSITO
cama 1o cebe cu u upes cebe cu jaBa
u3pa3 Ha 001 3HaYeHUs. JIMYHOCTTa e
9acT OT UCTOPUATA, YaCT OT POJIA, YaCT OT

92

MNaBen Koitues, Maiika c aete, 1978
Pavel Koychev, Mother with Child, 1978

regardless of the compositional tasks at
hand; this state not only appeals to me,
obviously, but it is emotionally close to
me as well”. Then he added: “Also the
plastic principle which I believe in is
contrary to those illustrative narratives
that have become so fashionable now -
artists explaining themselves, their ideas,
the meaning and so on. ... Now I have

a lot more to add to the portraits of my
mother - love, loneliness, mediation on
life, the admiration of the son, pain and
torment, but, in fact, all these are effects.
I have always strived for an impact, for a
state that I have tried to reveal and for a
kind of all-over plastic structure that is
not related to something concrete that I
might want to share?!”

The visible transition from a common,
shared and representative attitude
towards the image of the mother to
things that are impossible to share and
to an intimate communion, does not,
however, mean that the symbolism

of the figure has been discarded. The
difference is that by accentuating the
specific spiritual dialogue the mother
image turns out to be tightly linked to the
concrete person. That person in herself
and through herself gives expression

to the more general meanings. The
individual is part of history, part of the
family and the clan, as well as part of
memory and the mother seems to be a
silent spiritual mediator of this transition.
In the exhibition “Life - that is two
women” we looked to manifest a variety
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< Anren Baces, Murpaums, 1979

Anghel Vassev, Migration, 1979 Mavika mu, 1988-1994
My Mother, 1988-1994
Mavika mu, 1956

My Mother, 1956

Beca Bacwnesa, Maviku
Vessa Vassileva, Mothers

CeeTtamH PyceB / Svetlin Roussev

Atenne-konekums ,CetanH PyceB” / Atelier-collection Svetlin Roussev

IaMeTTa ¥ MajlKaTa e CsKall 6e3MbIBeH
JlyXOBeH IOCPeTHUK Ha TO3M IIPEXOf.

B nsnoxo6ara ,,)KnBorsr - TOBa ca Be
>KeHU™ 0s1Xa HOTHPCEHN PA3TNIHU
BB3MOYXHU IJIEIHV TOYKY, BKITIOUUTETHO U
,KEHCKaTa  IJIEfHA TOYKa, KaTO OINUT Ja ce
PasKIaTy YHMBEPCATTHOCTTA HAa MBXKKIS
norynes ¥ opMu Ha perpeseHTanus. B
O'B/ITapCKOTO U3KYCTBO OOMKHOBEHO Ta3Nn
»KEHCKa” I7Ie[JHA TOUKA Ce IPOCIefsiBa
/W TeMaTU3Mpa IIpes UjjesTa 3a >KeHN
XYOKHIYKY ¥ TEXHVTE TIPOM3BEeHIs.
B cnyyas o6age MHOTO MasiKo paboTu
MOYKeXa Jja ce IOCTABAT BCTPaH! OT

TaKa OYepTaHNUTe OCHOBHY IMHNY Ha
MHTepeC, MHTepIpeTalysA M Ha4MH Ha
npencrassHe. Hanpumep TpygHO Morar
fia ce OTKPUAT CMIUC/IOBY Pas/IVKI

MeXIy Ha4lMHa, 110 KOJITO e 1300paseHa
OpeMeHHaTa KeHa B KapTuHara Ha Kana
3orpadosa Heussecmnomo (1989) u Tasu
Ha Backo TiodexuneB Ouakxeare (1984);

B paborara Maiiku Ha Beca Bacunepa
VHTEpPIIpeTALVISATA CIefiBa KaKTO
KOMITO3MI[VIOHHO, TaKa I ChbPXKAaTeTHO
OCHOBHATa JIMHMSA, TIOBTAPAIIA Ce B
HIOBEYETO OT IPOV3BENICHNATA, CBbP3aHN
C Ta3y TeMaryKa.

B T03M CMUCHT MHOTO pa3INyHA OT
BCMYKM OCTaHa/IN B U3I0KO0aTa (1 B
msIaTa Konekuysa Ha Coduiicka rpajicka
Xy/lO’KeCTBEHa rajiepis) e KapTuHaTa
Iuema na xygoxanmukara Bepa Jlykosa
ot 1972 r., KosATO N300pa3siBa iBe >KEHN.
JTOKO/IKOTO B OBNTapCKOTO M3KYCTBO
Ta3) KOMIIO3UIVS € CBbP3aHa C HApOJa,
Ibp)KaBaTa, TPAANLVIATA, UCTOPUITA,

of viewpoints, including the “female”
point of view, which attempts to shake
up the universality of the male gaze and
forms of representation. In Bulgarian
art the “female” viewpoint is usually
traced and/or thematically explicated
via the notion of female artists and
their works. In this case, however, we
could place very few works beyond

the already predefined main lines of
interest, interpretation and ways of
representation. For example, one can
hardly find meaningful differences
between the way a pregnant woman

is depicted in the painting by Kalya
Zografova The Unknown (1989) and the
one by Vasko Tiyufekchiev Expectation
(1984). In Mothers by Vessa Vassileva,
the interpretation compositionally, as
well as in terms of content, follows the
main line which is repeated in most
works dedicated to the theme.

In this sense, the painting Pieta (1972)
by Vera Loukova depicting two women
is very different from all other works
in the show (and in fact - from the
whole collection of the Sofia City

Art Gallery). In Bulgarian art such
compositions are linked to the people,
the state, tradition, history and thus Vera
Loukova’s approach shows a difference
- it is not the male but the female as a
figure that is the keeper of memory;
that positions the female in a place

next to that of the son - the hero. The
relationship between women of different
generations and ages, which in and of



nozxoxsT Ha Bepa JlykoBa rmokassa He
MBKa, @ )KeHaTa KaTo PUrypa, KOATO

ce ABABA HAC/IEHUK Ha IIAMeTTa, KaTo

11 OTpeX/ja MACTO O/IM3KO JI0 TOBA Ha
crHa-Tepoll. BpbskaTa MeXXIy )KeHMI OT
Pas/IIYHM IIOKOJIEHVISI U BB3PACTH, KOSTO
cama 110 cebe cu opopMs IIpecTaBa 3a
YKEHCKI CBAT, )KeHCKO BpeMe, € MHOTO
CIIHA U B paboTuTe Ha aBTOopKaTta JInka
STHKO, KOATO MIMa CHelMUYHO MACTO B
ObrIrapckara MCTOpMs Ha U3KYCTBOTO.
Bepa JlyxoBa e OT Kpbra aBTOpKH,
6m13pK 10 Backa Emanymiosa. JInka
SIHKO ce mosABABa ChBCEM 3a KPATKO B
XyHOXKeCTBEHMA )KMBOT efjBa IIpe3 60-Te,
HO e HefloOpe IIpyeTa OT ToraBallHaTa
KOHIOHKTYpa, €[IHa OT IIbpPBUTE 1
U37I0KOU e CBa/IeHa efiBa HAKOJIKO JTHU
CJIef; OTKPMBAHETO OT TOraBaIlIHNTE
PBKOBOJIHY JINIIA B OPraHM3MPaHUs

U IA7IOCTHO MHCTUTYLMOHAIM3YPAH
XyHOXKeCTBEH )XMBOT Ha
coumanicTdecKara gbp>xasa. Enna ot
IIPUYMHITE 32 TOBA € HAYMH'BT, 110 KOITO
Xy[O)KHIYKATa paboTH - HAUBUCTUYHO,
CXeMaTMYHO, C pa3HOOOPa3HY MaTepyaI,
KOUTO KOJMa)KMpa BbPXY IFIATHOTO, 1
CIJIHO CUMBOJIIYHO HATOBAPEHM 00pasn.
[Tpenu 1989 1. cBoOOfaTa Ha TBOPUECKNU
VHTepIpeTALUN Y TIOAXOAY € OTpaHIdeHa
Y TO3U CTWI Ce CMATA 32 HeJOIYCTUM

OT I7Ie[IHA TOYKA Ha M3MCKBaHMATA 32
PeaICTUYHOCT U Ha OOIIYTE TeMU, KOUTO
T. Hap. Komurer o xynrypa n Cprosa Ha
O'B/IrapCKUTE XYAOXKHULNUTE 3a/IaBar.
MaiikaTa B mpousBefeHu:ATa Ha J/Inka
SIHKO CBIIO e YHUBepcaneH CUMBO, HO
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NvKka fHKo, CraBAHCKa MajoHa, 1979
Lika Yanko, Slav Madonna, 1979

KoHcTaHTUH AeHeB, ManuuHeTBo, 1983, peTaiin
Konstantin Denev, Motherhood, 1983, detail

itself formulates the notion of a female
world and female time, is quite strong
in the works by Lika Yanko, an artist
with a specific status within Bulgarian
art history. While Vera Loukova was
close to Vaska Emanouilova, Lika Yanko
showed up only briefly in the art world
of the 1960s; she was not well received
by the status quo at the time and one of
her first shows was canceled only a few
days after the opening by the authorities
- the leading persons of the organized
and the generaly institutionalized artistic
life of the socialist state. One of the
reasons for this is surely the artist’s style
- naive-like art, schematic, with diverse
materials collaged straight onto the
canvas and with heavily loaded symbolic
images. Before 1989 the freedom of
creative expression and approach was
restricted, so this style was considered
inappropriate from the viewpoint of
both the demand for realism and the
themes proscribed by the Committee for
Culture (the equivalent of a Ministry of
Culture at the time), and the Union of
Bulgarian Artists.

The mother in the works of Lika
Yanko is a universal symbol but not

of suffering, rather of creation, of
making, and of life. Her paintings

are related to Orthodox Christian
symbols and to the heritage of medieval
Byzantine iconography; they are also
linked to pagan images preserved by
folklore and are an attempt to describe
the spiritual world shared between
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He Ha CTPajlaHNeETO, a HAa CH3UAHNETO,
Ha CHTBOPEHNETO, Ha )KMBOTA.
CBbp3aHU C IPaBOCTTABHATA XPUCTUSIHCKA
CUMBOJIVKA, HO U C HAC/IEICTBOTO Ha
BM3AHTUIICKATa MKOHOTPadus 1 C

HSIKOM €3M4eCKy 00pasy, 3aria3eHi BbB
dbonkiopa, KapTUHNTE Ha XY[OKHIIKATA
[IPEICTaB/IABAT OIIUTH 32 OIMCBAHETO

Ha e[IVH CIIOfie/IeH IyXOBEH CBAT MEX[Y
xopata. B kaptunau xaro CrnassawHcka
maoona (1979) wnu ECCE HOMO (1978),
BK/IIOYEHN B M3710)K0aTa, TO3M CBST U
IpeficTaBaTa 3a T000B I eAVHeHE, KOSITO
TO TIPaBU ISI/IOCTEH, Ca CBBP3aHN UMEHHO
c o6pasa Ha )KeHaTa - MayiKa.

ITuema Ha Bepa JIykoBa, 3aefHO ¢
pabotute Ha JIluka SIHKO, 651Xa OCHOBHITE
TOYKY Ha IPOTMBOIIOCTABsIHE Ha
~kaHoHa” B usnoxobara ,, JKuBoTsT - TOBa
ca iBe >keHN . []pyTu Bb3MOXXHOCTH 32
OTMeCTBaHe OT OCHOBHIUTE IIPeCTaBN

3a MajfKara B HaC/IeICTBOTO Ha
OB/IrapCcKOTO M300PA3UTENHO USKYCTBO
0s1xa MOTHPCEHN Upe3 IPUBINIAHETO

Ha ,,BBHIIHN [71ACOBE Ype3 /iBe JIEKIIN,
OCBIIECTBEHN B PAMKITE Ha M370K6aTa
n Karo vyact ot Codust kynnvp popym

- CmagpK cbio3 - ,, Jsrpaxmane u
paspyuraBase Ha crepeotuny. O6paspr
Ha MajfKata B IP'LIKOTO M3KYCTBO U
HIOJIPUBHITE I7TACOBE Ha HOBOTO TP'BIIKO
KMHO , nexkuyst Ha Cuparo Inapa, n
»Maiika-aBToMaT. AHTPOIIO-eCTEeTUIECKN
eKCIIepUMEHT , TeKIst Ha pumocoda
bosan Manues.

BM

people. In works such as Slav Madonna
(1979) and ECCE HOMO (1978)
included in the show, this world and the
notion of love and unity that makes it
whole are linked precisely to the image
of the woman-mother.

Pieta by Vera Loukova and the works

of Lika Yanko are the main points of
opposition to the “cannon” in the show
“Life - that is two women”. Other options
of displacing the main notion of the
mother figure within the history of
Bulgarian visual arts were investigated
by the involvement of “external” voices
- through the two lectures organized
within the show and as part of Sofia
Queer Forum - Sweet Union. Those
were the lectures by Syrago Tsiara
entitled “Constructing and distorting
stereotypes. The image of the mother

in Greek art and the subversive voices
in new Greek cinema”, as well as a
lecture by the philosopher Boyan
Manchev titled “Mother-Automaton. An
anthropo-aesthetic experiment”.

VM

Nekums Ha Cuparo Linapa, Coduiicka rpaacka XyAoxecTBeHaTa rarepus
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Lecture by Syrago Tsiara, Sofia City Art Gallery
doro PaitHa TeHnea / photo Rayna Teneva



M3rPAXXAAHE U PASPYLLWABAHE HA CTEPEOTUNU
O6pa3bT Ha MalKaTa B FPbLKOTO U3KYCTBO
M NOAPUBHUTE rNacoBe Ha HOBOTO FPBLKO KUHO

Cuparo Uunapa

CONSTRUCTING AND DISTORTING STEREOTYPES
The image of the mother in Greek art
and the subversive voices of the new Greek cinema

Syrago Tsiara

MozepHOTO rpbLKO M3KYCTBO € CBbP3aHO

¢ dopmunpaHeTo Ha MogepHaTa rpbLKa
ObpKasa. Cnep TpeToTo AeceTuneTme Ha

19. BeK ocHOBeH (OKYC Ha KMBOMUCTA

CTaBa UCTOpMYecKaTa TeMaTUKa U Hal-BeYe
BOMHaTa 33 0cBOOOXKAEHME OT OCMAHCKO
rocnozacTeo. EBontoumATa Ha rpbLKOTO
W3KYCTBO 3aTBbPXKAaBa LieHTpasiHaTa ponsa
Ha durypaTta Ha malikaTta npu npecb3gaBaHe
Ha HaLMOHaNHUTE MUTOBE U KYNTYPHMU
LEeHHOCTU. [oBEYETO IrPBLIKN XYA0KHULM
cnengat B MIOHXeHCKaTa akagemuma u ce
BNUCBAT TPAWHO B aKafeMMYHaTa TpaanLma
Ha eBpONencKoTo N3KycTBO. Crep KpaTKo
BbBeZleHMe B PAa3BUTUETO Ha aKaAeMUYHUA
MOPTPET Ha MalKaTa B *aHPa XMBOMUC Npes
19. n paHHusa 20. BeK, NekumusTa ce pokycupa
BbPXY Ka3syca 3a ¢urypaTa Ha MaiKaTa B
OpUEeHTaNN3Ma U Bpb3KaTa i C XKaHpoBaTa
*¥unsonwuc. Npes BTopaTta N0A0BMHA Ha 19.
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Modern Greek art is connected to the
formation of the Modern Greek state. After
the third decade of the 19" century, painting
focused primarily on historical themes and
mainly on the war for independence from
Ottoman rule. The evolution of Greek art
reaffirms the central role of the maternal
figure in the reproduction of national myths
and cultural values. Greek painters studied
mostly at the Academy of Munich and they
were embedded in the academic tradition
of European art. After a brief introduction to
the evolution of academic mother portraits
in genre painting of the 19" and early 20"
century, the lecture focused on the case

of the orientalist mother figure and its
connection to genre painting. During the
second half of the 19* century historical
painting was not so common anymore.
Genre and portrait painting gained ground



BEK MCTOpMYECKaTa XMBonuc rybu ceonTa
MOMyAAPHOCT. 3anoyBaT 4a ce Hanarat
aHpoBaTa M NopPTPEeTHaTa XMBOMUC, KOUTO
LensAT Aa NpeacTaBaT no naeanusupaH
HauMH exeaHEBUETO B rpajloBeTe M cenata.
OCHOBHUTE TEHAEHLMWN Ha MOAEPHOTO
rPBLKO M3KYCTBO Npes TO3M Nepuog,
LOMMHMPAH OT T.Hap ,,MiOHXeHCKa wkona”
BK/IIOYBAT: aKaZEMMU3bM, Peann3bm,
YaHPOBa XMBOMUC, MOPTPETHA }KMBOMUC Ha
npeAcTaBUTENINTE Ha ropHaTa NPOC/IOKa Ha
cpeaHaTa Knaca, HaTioPMOPTU U Nen3axHa
MMUBOMUC. U3KIOYEHME NpeacTaBnfBa
CNyYanAT CbC CKyanNTopa AHyuc Xanenac,
KOMTO B TBOPBMTE CU Ce cTpemMM aa
npepasriesa TPaBMaTUYHUTE OTHOLIEHMSA
CbC CBOSATA MalKa. B HErosuTe CKynnTopm
MaliKaTa ce sBABa KaTo HaCU/IHNYECKa,
3aniawutenHa epurypa B gyxa Ha
[APEeBHOTPbLKMA MUT 3a Meges, KoaTo ybusa
fgeuata cu. CrefBalyata yacT pasriexaa

[MaHoAnc Xanenac
Meaes, 1935
Giannoulis Halepas
Medea, 1935

with the aim of representing everyday

life in towns and villages in an idealistic
way. Academism, realism, genre painting,
upper middle class portraiture, still life and
landscape painting were the basic trends

in Modern Greek art during that period,
which was ruled by the so-called “Munich
School”. An exceptional case is that of the
sculptor Yannoulis Halepas who through his
sculptures tried to negotiate his traumatic
relationship to his mother. The mother
appears as a violent, menacing figure in his
works, appropriating the ancient Greek myth
of Medea killing her children. The next part
addresses the political representation of the
mother as a symbol of resistance during the
I World War period and afterwards, mostly
through sculpture and engraving. The mother
is the symbol of resistance and endurance
in Vasso Katraki’s woodcuts of the German
Occupation period (1941-1944). There is
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MOANTUYECKOTO NPeaCcTaBAHE Ha MalKaTa
KaTO CMMBOJ Ha CbMPOTMBATA B Nepuoaa

Ha BTopaTa cBeTOBHa BOWMHa U cies ToBa,
OCHOBHO Ype3 CKY/INTYpPU U rpaBlopu.
MaikaTa e CMMBOA Ha CbNpoTUBATA U
U34PBKAMBOCTTA B AbpBOpe3buTe Ha

Baco KaTpaku oT neproga Ha repmaHcKaTa
oKynauusa (1941-1944). B TBopbuTe 1 Anncea
peanucTMyHo npeactaBaHe. HelHute durypm
Ha MaMKn GYHKLMOHUPAT KaTo apXeTUnHU
durypwm, aneropun Ha 6opbaTa cpeluy
dawmsma un vykaaTa okynaums.
CbBpemeHHUTe aBTOpM KaTo babuc
BeHeTtonynoc n Annkn Nanuny
npobaemaTvanpaT TANOTO HA MaiiKaTa, KaTo
MO TO3M HAYMH NOCTABAT NOA CbMHEHNe
HacnefeHUTe KOLOBE M aKLLeHTMPAT BbpXy
ocobeHUTe NCUXONOTUYECKM BPH3KU B
pa3BUTMETO HA B3aMMOOTHOLIEHMATA MaliKa-
aete.

[lBa cbBpeMeHHU rpbukmn dunma, Kynodontas
(Kyyewku 3v6) ot Moproc JlaHTumoc u
Strella ot MaHoc KyTpac, ca ANCKYTUPaHK
KaTo NpMMepU 33 aNTepHaATUBHM, ,,CTPAHHK,
COLUMANHO-NCUXONOFMYECKN MOLENN Ha
ceEMeWHWTE BPH3KK, B KOUTO CEMECTBOTO

ce pasrnexaa He KaTo B3aMMOOTHOLIEHWE
npeacTaBnABaLLO AAZAEHOCT, @ KaTo

HelLlo, KoeTo TpAbBa Aa 6bae OTKPUTO

W NpenpoeKkTupaHo. Kyyewku 3u6 e
pasrnexaaH KaTo CbBpeMeHHa aseropumsa Ha
aBTopuTapHuTe obuiectsa. Cnopes HAKOM
KPUTULM GUAMBT M3CNeBa CbLHOCTHATA
CTPAHHOCT Ha HelLo, KoeTo 06LLecTBOTO
YTBbP}KAABa KaTo eTasIoH 32 HOPMA/IHOCT:
CEMEWCTBOTO, OTPALEHUAT CbC CTEHU Fpaa-
[AbprKaBa, ¢ HeroBo cobcTBEHO aBTOPUTAPHO
ynpasneHue u gbnboku TaliHu. Strella
npesg/aara aATepHaTUBHA CTPYKTYpa

Ha CeMeMncTBOTO, He KaTo colmaHa
MHCTUTYLMA OCHOBaHa Ha KPbBHA BPb3Ka

W NpesBapuUTeNHO OnpeaeneHn AXKeHAbP
pOAK, @ KaTo MOMUPEHME C TPABMUTE U
npoLec Ha n3y4yaBaHe Ha OTHOLLIEHWNETO cebe
CU-APYIUA, C aKLEHT BbPXy cBob6oAaTa Ha
n3bop 1 camoonpenenaHe Ha nona.

no realistic representation in her works.

Her mothers function as archetypal figures,
allegories of the struggle against fascism and
foreign occupation. Contemporary artists
such as Babis Venetopoulos and Aliki Paliou
problematize the body of the mother, thus
questioning inherited codes and emphasizing
the peculiar psychological bonds in the
evolution of the mother-child relationship.
Two contemporary Greek films, Kynodontas
(Dogtooth) by Yorgos Lanthimos and

Strella by Panos Koutras were discussed

as examples of alternative, “weird”, social
and psychological patterns of family

bonds, regarding the family not as a given
relationship, but as something to be
discovered and re-designed. Dogtooth has
been reviewed as a contemporary allegory of
authoritarian societies. For some critics, the
film investigates the essential strangeness of
something society insists is the benchmark
of normality: the family, a walled city-state
with its own autocratic rule and untellable
secrets. Strella proposes an alternative family
structure, not as a social institution based on
blood relations and predetermined gender
roles, but as reconciliation with traumas and
a process for learning self/other respect,
emphasizing the freedom to choose and
gender self-determination.
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MAWUKA-ABTOMAT
BoaH MaHueB

B Ucmopus Ha cekcyanHocmma ®yko
M3BBbPLUBA e4HA PauKaiHa onepauma

Ha OKOHYaTeNHa AeHaTypannsaLuma Ha
YOBELLKOTO, aTaKyBaMKu NONeTo, KOeTo
04YeBUAHO pa3no3HaBa KaTo NocneseH
6acTnoH Ha npupoaaTa, Ppoligosata

naen 3a AMbnao - CeKCyasHOCTTa,
ObN6OKUAT cybCTpaT Ha YOBELIKOTO, TOECT
TpaHchopmaumaTa Ha YOBeLLIKaTa NPMpPoAaa,
KOATO CBpbXNpMpoaaTta Ha CBpbxasa Tpsbsa
Nno XerenaHCcKM Aa NoAYUHU, MPEYNUCTU U
OB/flajee - TaKa noaaaraikn cekcyasHocTTa
Ha cybeKTa Ha UcTopmATa, ToecT
pa3KpMBaMKK A KaTO UCTOPUYECKM, KYNTYpeH
VAN NONNTUYECKU KOHCTPYKT. KaKTo TBbpAM
M B NpoYyTMA cun febaT c YomMcKu BbpXy
npupoaaTa Ha Yoseka npes3 1971 r., KbaeTto
aTaKyBa, Npe3 ONOHEeHTA C1, ONPaBAAHO NN
He, HacneacTBOTO Ha 18. Bek, HAMA npupoda
Ha Yoseka.

Ho nopwv Ta3u 3akntounTenHa ataka, Tosum
coup de grdce Hap, NpMpoAaTa, OCHLLECTBEH
oT ®PyKo 1 fan ocHoBaTa HAa Bb3X0A4a Ha
queer studies, Ha NBbPBO MACTO B INLETO

Ha bbTIbp, cAKaLW He ycnABa Aa ce

CNpaBu C BEYHMA Bb3BPAT Ha NpupoaaTa
ypes ¢puryparta Ha NpoKpeaLmaTa, Ha
610N10rMYecKoTo Bb3NPOM3BOACTBO, KOETO,




< BosH Manues, ¢poto Bopaxa MaHaosa

Boyan Mancheyv, photo Boryana Pandova

HanpoTMB, B C/leABalLUTE, BbBEXAALLN
nepcnexkTMBaTa Ha U3cieaBaHe Ha
610NOANTUYECKOTO, CEMMHAPU Ha DyKo Lie
6bAe BUAAHO KaTo naacmuyvecka cybcTaHumaA
Ha BNACTTa, KO/IOHU3UPAW,a GUON0rMYECKOTO,
CBeZleHO A0 NPOM3BOACTBEHA U
BbMNPOM3BOAUTENHA NOTEHLMA B IMHUATA Ha
MapkKc, cMCTEMaTUYHO NPeMbYaBaHuA y
dyko MapkKc.

Taka cnepn ®yKo - MUCNENKM B yupeseHnn

OT HEr0 XOPU3OHT, TOECT 1 GOoPMYAMpPariKn
npobsema, HaacKayall, TO3M XOPU3OHT BCe
nakK B JI0OTMKaTa Ha pepepeHTHUA NOHATUEH

N NOEO0NOTMYECKM XOPU3OHT, YCTAHOBEH OT
PyKo - cnepn pagmKanHua GeMUHU3BM, AHEC
queer studies ce n3npaeAT npes napagokca
Ha NpoKpeaLmATa: cAKall nocieaeH
HenpeogonMm 6acTMOH Ha NpMpoaarTa.
MMeHHO Ta3un nocneaHa ,,HenpuKocHoBeHa”
TepuUTOpUA, CybCTaHUMaNM3MpPaHa NO3UTUBHO
WU/IN HETaTUBHO OT KNacu4veckua ,Hamsen”
deMnHU3bM [0 NociegHUTE TEHAEHLMM HA
queer studies, e aTakyBam B TO3M TEKCT.

MwuTbt 32 NManpgopa

KaTo HaKka3saHMWe 3a TOBa, Ye ca nocaywanmu
CbBeTUTE Ha TUTaHa MNpomeTelt, 6oroseTe
nsnpawart MNaHgopa Ha xopaTa. To3n MOMEHT
npeacTaBnsABa Le3ypa B UCTOPUATA Ha
YOBELLKWA POz, KOWTO, B AENCTBUTENHOCT,
NoCTaBs Haya/lo Ha HeroeaTa UcTopwma strictu
sensu. Tov e UCMopuo2eHUYEH MOMEHT.
3awo? 3auoTo, pasbupa ce, NapafoKcasHo,
TOBa U3KYCTBEHO, CbTBOPEHO OT 6oroseTe
CbLLECTBO € MbpBaTa CMbPMHA XeHa. [o
TO3M MOMEHT YOBEYECTBOTO, YOBEYECTBOTO
Ha 371aTHUSA BeK, € BUN0 CbCTaBEHO
€4MHCTBEHO OT MbXKe. buaenkm 6e3cmbpTHO,
TOBA YOBEYECTBO HE Ce € HyXKAaeno

OT Bb3npousBexkaaHe. CiegoBaTesiHO

On the contrary, in subsequent seminars,
introducing the critical concept of biopolitics,
Foucault will still see the ownership of
reproduction and reproductive forces as
plastic substance of power, understood
precisely as biopower. The critical analysis of
modern biopolitics thus systematically reveals
the agencies of colonization of the biological,
reduced to productive and reproductive
potency in the lineage of Marx, systematically
put in parentheses by Foucault.

Thus, after Foucault—trying to eclipse

the problem faced by Foucault, but again
according to the logic and the conceptual
and ideological dimensions of the

horizon established by Foucault—radical
feminism and queer studies face the
paradox of reproduction: the last and
unconquerable stronghold of nature. In
this part | will attempt to continue with
this radical critique along the same lines,
without concessions to any late naturalist
sentimentalism.

Pandora’s Myth

Hephaestus and Athena’s creation is
completed under Zeus’s guidance, all gods
grant tempting gifts, magic crafts and charms
to Pandora, thauma idesthai, and she is sent
to the humans. This moment represents a
radical caesura in the history of humanity,
which in fact is the beginning of its history
strictu sensu. Therefore, the divine gift of
Pandora to the humans is a historiogenic
moment. Why? Because, paradoxically, this
artificial creature is the first mortal woman.
Therefore, up to this moment humanity of
the Golden Age consisted solely of men.
Being immortal, humanity did not need
reproduction. Hence Pandora, the first

103



Nvika fIHKo, borose, AHTeHu, Xopa, 1969, konekumna Coduiicka rpapcka XyAOXKECTBEHA ranepus
Lika Yanko, Gods, Antennae, Men, 1969, collection Sofia City Art Gallery

MaHAopa, MbpBaTa CMbPTHA YKeHa, e He
Camo MbpBaTa MaliKa; Ta e malikama Ha
8b3rpoussexcdaHemo. Ta we 6bae He camo
MalikaTa Ha MbPBOTO POAEHO U CMBPTHO
OeTe; HelLLo noseye, T4, U3KYCTBEHOTO
CbLLECTBO, MABA [a BbBeAe U yCTaHOBMU
Bb3MNPMEMAHOTO KaTo Hal-MpupooHo
KayecTBO Ha YOBEKa KaTo 6BUoorMyecko
CbLLECTBO, Bb3MNPOM3BEKAAHETO (KOETO,
cnepoBaTesiHO, Aaney He e TaKoBa 3a
apxauMyHaTa MUCb/: BbB Bb3MPOU3BEKAAHETO
HSAIMa HULWO ,,NpMpoaHO”). UaBaliku oT
TexHU4yecku npousxon, 14, [NaHgopa, e n
[apeHa ¢ Aapa Ha HoBaTa TeXHMKa: Ta e
MbpBOTO (Npea-/cnes-) 4o8ewrKo CblLEecTBo,
KOETO B/IN3a B, UM NO-CKOPO NPOU3BEKAA
MO0O€s1a Ha Bb3MPOU3BEXKAAHETO.

[MaHaopa e MbpBOTO U3KYCTBEHO CbLUECTBO: TA
€ HeoZlyLLeBeHa KyKAa, CTaTys, KOATO OXKMBABA.
TA He e eAMHCTBEHA NO POAA CU, HO € MbPBOTO
M3KYCTBEHO CbLUECTBO, NPU KOETO NOSI0BOTO
pasnunumne GpyHKLMOHUPA KaTo AUCTUHKTUBEH
npu3HakK (a ToBa 61 03Ha4aBao U MbPBOTO
CbLLECTBO, KOETO Pas3KpMBa Noa Kato
apmegakm). MaHgopa He e HUTO Ho¥KecTBEeHO
Cb34aHMe, HATO YOBELLKO CbLUECTBO, 3aL0TO
e Mex0y borose 1 xopa. Ho ToBa U3KYCTBEHO
nopobue ce okasea BCbLLHOCT MOZEN Ha TOBa,
KOETO MO-KbCHO XYMaHM3MbT LLLe pa3rno3Hae
KaTo ,MoBeK”.

EHMrmaTa Ha TO31 MUT OXUMBABA Npes,

Hac AHec, KaTo MaHaopa, KaTo apxandyHus
LBOVHUK Ha ®paHKeHLWaliH, B KOOHUSA Yac Ha
TpaHCXymaHM3Ma.

Tekcmvm 6e npedcmaseH Mo0 hopmama Ha AeKYus
»,Malika-asmomam. AHmpono-ecmemuyecku
exkcnepumeHm” Ha 24.02.2016 2. 8 pamkume Ha
usnowbama ,}Kusomvm - moea ca 08e xeHu” 8
eanepus ,Backa EmaHyunosa”.
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mortal woman, is not only the first mother,
she is also the mother of reproduction.

She will not only be the mother of the

first born and mortal child but something
more. She, the artificial creature, comes

to introduce and establish what will be
perceived as the most natural quality of
humans as biological creatures, that is to
say, reproduction. Despite her technical
origin, gifted with superhuman powers
through the divine technology of the head-
born goddess-virgin Athena, she, Pandora,
is also gifted with this new technology. She
is the first (pre-/post-) human being, who
enters into, or, more precisely, introduces
the model of reproduction.

Pandora is the first known artificial
creature: she is an inanimate doll, a statue
that becomes alive. Even if she is not one
of a kind, she is the first artificial creature in
which the gender difference functions as a
distinctive characteristic (thus also the first
creature that reveals gender as artifact).
Pandora is neither divine creature, nor
human being, because she is in between
gods and people. But if we read the
mythical logic closely, it will turn out that
this artificial creature is in fact the model of
what humanity will subsequently recognize
as “human”.

Just like Pandora, the archaic double of
Frankenstein, the enigma of this myth is
reenacted before our eyes today, in the
uncanny hour of transhumanism.

The text was presented as a lecture titled “Mother-
Automaton. An anthropo-aesthetical experiment” on
24.02.2016 in the frames of the exhibition “Life - that is
two women” at Vaska Emanouilova Gallery

>
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Kapon Paaunwiesckun / Karol Radziszewski
¢doto Ceetra EHueBa / photos Svetla Encheva

KAPOA PAAULLEBCKHU: Aa noMHMM, ye BUHArK
LLe CM€ MAALMHCTBO

KAROL RADZISZEWSKI: We must remember
that we will always be a minority

NHTepBto CBeTaa EHueBa / Interview Svetla Encheva

the fridge & CouunaneH ueHTbp ,, Xacnen”
Cpelua-pasroBop ¢ XyA0KHMKa Kapon PaauieBcky 1 npeacTaBsHe
Ha Herosus npoekT DIK Fagazine

DIK Fagazine e NbpBOTO M 32 MOMEHTa €4HUCTBEHOTO XyA0XeCTBEHO crnucaHue B LleHTpanHa
n N3touHa EBpona, KOETo ce KOHLEHTPUPA BbPXY XOMOCEKCYa/THOCT M MbXKECTBEHOCT.
CnuncaHMeTo CbyeTaBa apPXMBHU KyUbp M3CAeABaHMNA N CbBPEMEHHW XYA0XECTBEHN MPUHOCH.
OcHoBaHo npe3 2005 r. oT xyAo*KHUKa Kapon PaguwieBcku, cnucaHumeTo ce nsgasa B MNonwa,
nybanKyBa ce Ha aHIIMIACKM M MMa CBETOBHO PasnpoCTpaHeHue.

www.dikfagazine.com

the fridge & Social Centre Haspel
Public discussion with the artist Karol Radziszewski, and presentation
of his project DIK Fagazine

DIK Fagazine is the first and, so far, the only art magazine from Central and Eastern Europe
concentrated on homosexuality and masculinity. It combines queer archival research with
contemporary art contributions. Founded in 2005 by artist Karol Radziszewski. The journal
is based in Poland, published in English and distributed worldwide.

www.dikfagazine.com
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Mo epeme Ha AUCKycuama Kazaxme, 4ye
umame pesepeu KoM CUMBOAUMe HA
dv2ama. Llje o6sscHUme au 3awjo?

MpOHMYHO cnomeHax 3a ,,Ko/IoHM3auMATa Ha
Abrata”. Ho HauCTUHA BUXKAAM MMUTATUBHO
nosefeHune y akTUBUCTUTE, KOUTO He TbPCAT
CBOATA NOKA/IHA UAEHTUYHOCT, @ MO-CKOPO
ce OnNMTBAT Aa U3MOA3BAT JIOFOTO Ha
3HAaMeTO Ha AbraTa v ApYr1 CUMBOAU UAN
cbbuTUA - Hanpumep byHToBETE B CTOYHYON
- KaTo obLa uctopms n obLy noaxoa,.

Tosa e OK, HO NOHAKOra To e CBbp3aHo C
KOMepCHaHW CTPaTernu, KaTo cTpaTermmTe
Ha HAKOWM aMepPUKAHCKN ABUXKEHUA U reit
NoAUTULM. B HAKOM ciyyam TO e CBbP3aHOo

c ,po30BMTE” Mapu - KaKk no-gobpe aa
TbpPCUM B 06LLECTBOTO 3a KaKBO Aa AaLeM
napwu, a nocne ga 6vaem no-gobpe npuety,
3aLL0TO CM KynyBame pa3Hu Helwa. Ho ToBa
M3KNtoYBa HefHUTE Xxopa M cTaBa BbMNPOC

3a Knaca. 3aToBa npeanoynTam gymaTta
,Kynbp”, 3aLLOTO € No-LMPOKA, BKAOYBA
pacaTta 1 T.H.

Hanpumep, KakBoO ce c/ly4YBa cera c HOBUA
nonynapeH GpuUaM, cb3aaseH OT PeXUCbop
ren, 3a 6yHToBeTe B CTOyHyon? [NaBHUAT
repoi e mnago n 6510 ameprKaHCKo
MOMYe, a B AeNCTBUTENHOCT HelaTa ca
3aM0YHaNN OT LLBETHOKOXM TPAHCAXKEHABP
Xxopa. He McKam aa Kaxa, Ye 3apagm
nosiMTUYecKaTa KOpPeKTHOCT 61 6uno no-
nobpe fa ce Usmucau, Yye byHToBeTe He ca
3ano4Hanu ot mnag 6an amepukaHew,. Ho
HaWCTUHA cU e BUIO TaKa - HAMA HYXKAa

4a ro namucnaw, Tpabea camo aa ro
npeacTaBuL, KakTo e buno.

MpenoMHUAT MOMEHT 3a MeH belle
Esponapagbt npes3 2010 r. BbB Bapwasa,
KOMTO 6elle opraHM3MpaH NpegumMHo OT
repmaHLum 1 xopa ot XonaHaus. BxoasT 3a
rev naptutaTta 6ewe MHOro CKbM, MMalle
cneumanHun guaxeu... M Tosa e maHTanuTer,
KOMTO HOCMM CbC 3HAMEeTO Ha AbraTa.

Ana MHoro roaunHu npeam EBponapasa
XOpa, aKTUBUCTU, CIIUCAHUSA, XOpa Ha

During the discussion you said that you
had reservations about rainbow symbols.
Will you explain why to our readers?

| mentioned the “rainbow collonization”
ironically. Yet | see indeed this copy-

paste behaviour of activists who do not
seek their local identity but they rather
try to use the logo of the rainbow flag

and other symbols or events - such as

the Stonewall riots - as their common
history and common approach. It’s OK,
but sometimes it is related to commercial
strategies, such as the strategies of some
American movements and gay politicians.
In some cases, it is associated with the
“pink money” - how to find better ways of
spending money in society and be better
accepted afterwards because we buy
things. But here poor people are excluded
as this becomes a matter of class. That is
why | prefer the word “queer”, because

it has a broader meaning, it includes race
issues, etc.

For instance, what’s happening now with
the new mainstream film, created by a gay
director, about the Stonewall riots? The
main character is a young white American
boy while in reality it all started with
transgender people of color. | do not mean
that because of the political correctness it
would be better to make up a story where
the riots were not started by a young white
male. But it was that way in reality - no
need to invent, just show it as it was.

To me, the turning point was the Euro
Pride in 2010 in Warsaw, which was
organized mainly with German and Dutch
support. All parties were dedicated to
gays and quite expensive and one of the
main events dedicated to “pink business”.
And that’s the mentality we carry with the
rainbow flag. Yet for many years before the
Euro Pride people, activists, magazines,
artists, had been doing their job. So, I'm
not saying it’s extremely bad, but we must
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M3KYCTBOTO Ca BbplMAK paboTaTta cu. Tbii
ye - He Ka3Bam, Ye TOBa e cynep N0LWO, HO
TpsabBa Aa MMame YyBCTBUTENHOCT, Ye TOo
He e... HeyTpanHo. CUMBONBLT Ha 3HAMETO
Ha gbrata e cb3gageH B CaH ®PpaHumcko

M MOXe 61 Tam paboTu No No-pasnuyeH
HaYMH, OTKOJIKOTO 3a Hac.

M cblwo, nocpeacTBOM apXMBUTE CbM
HamepwWa TOIKOBa MHOTO MHTEPECHM Xopa,
NCTOPUM N CUMBOAU B SIOKAZIHN KOHTEKCTH,
KOWTO 32 MEeH ca Aaney no-UHTepecH!.
3allloTo XopaTa MOraT A4a pa3CbXAaBsar,
06LIHOCTTa MOXKe Aa pa3cbXAaasa no-
OVPEKTHO, KOraTo MMa CBOM COBCTBEHM
KYMbp NpeawwecTBeHNLM.

Tosa 6ewe smopuam mu 8bnpoc - 3aujo
apxueume u Kyubp ucmopuama e
UszmoyHa Eepona ca monKoea UHmMepecHu
3a eac?

AmM TOYHO 3a TOBa. Korato ce paskpux,
MaiKa MM Me nonuTa Aann e 3au0To Cbm
aApTUCT, Uan e moga...

Ha kakea eb3pacm 6axme?

Ha 21, mucna. U 1a 6ewe obbpKaHa -

Ha MHOrO paBHMLa, pa3bupa ce - 1 Ha
pPennrnosHo, u T.H. Ho Torasa ocb3Hax,

ye TOBa CbLUO Ce Bb3npuema Kato
,E€K30Tn3aumsa” - Helwo, KOeTo ,naBa oT
3anaa”. Kato ,nponaraHgaTa” oT BpemeTo
Ha KOMYyHM3Ma - KoKa-Kona 1 BCUYKn
TaKkuBa Helwa. EAnH BMA - nowunTte Hewa
WABAT NPW Hac; U reit xopaTa - CbLUO.
Hackopo umalie aAnckycum B YKpanHa, B
KOMTO HaLlMOHANNCTUTE Ka3BaT, Ye He UCKaT
CcTpaHaTa ga Bnese B EBponenckuma cbios -
nopaau CbluUTe NPUYNHK. ToBa e eaHOo OT
OCHOBAHMATA Aa Cce 3aHMMaBaM C TemaTa.
M cblLo, 3aLL,0TO NPOCTO € MHTEePECHO 33
MmeH. KoraTo ce 3axBaHax C TOBa, TO ce
npesbpHa B NPOEKT 32 UAEHTUYHOCTTA.
3al,0T0 MU € TO/IKOBa MHTEPECHO -

[a YyyBam UCTOpUK, Aa Nnpuaobmeam

have the sensitivity that it is not neutral.
The rainbow flag symbol was created in
San Francisco and perhaps it works there
in a somewhat different way than it does
for us.

And then also through the archives | have
found so many interesting people, stories
and symbols in local contexts, which are to
me far more interesting. Because people
may consider things, the community can
consider things more directly when it has
its own queer predecessors.

This was my second question - why do
you find the archives and Eastern Europe
queer history so interesting?

Well, for that very reason. When | came
out my mother asked me if I'm gay because
I’m an artist or because it is trendy ...

How old were you?

| was 21. And she was confused - on many
levels, of course, also in religious terms,
and so on. But then | realized that this
was also seen as “exoticizing” - something
which “comes from the West”. Similar to
the “propaganda” from the communist
era, about Coca-Cola and all such things.
It’s in a way like: bad things come to us,
and so do gay people. We've recently had
discussions in Ukraine, where nationalists
say they don’t want the country to join the
European Union - for the same reasons.
This is one of the things that made me
explore this issue.

But also because | just find it interesting.
When | set about dealing with this, it
became a project about identity. It’s
because I'm so keen on hearing the stories,
acquiring knowledge about the different
kinds of experience. Homosexuality is not
only about sexuality, it is also many other
things - culture, for example. If | were
younger, | would have more examples of
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nosHaHue 3a pasNMYyHKN BUAOBE
onuT. XOMOCEKCYasIHOCTTa He e caMo
XOMOCEKCYa/IHOCT, @ U MHOTO APYru Hella -
KYATypa Hanpumep. AKo 6ax no-maag, Wwax
03 MMaM rnoseyve Npumepu 3a cobcTeeHuUs
cu BUA KynTypa. Lelwe aa mu e no-necHo
M WAX Aa ce YyBCTBAM No-KOMPOPTHO Aa
6baa cebe cu.

Koe, cnoped sac, e ocobeHo
UHMepecHomo, Koemo cme omKpunau e
Kyudbp Kynmypama npeodu 1989 2.?

Ta e 61Mna MHOro NoBeye Kyubp, OTKOJIKOTO
reli - He TO/IKOBA ABUXKEHWeE 3a NPaBa,
KOJIKOTO M3C/efBaHe Ha CeKcyasHOCTTa.
NAn MAEHTUYHOCT, KOraTo BCUYKO ApYro e
cpelty Teb. U TM He 3HaeLw, Ye UMa Apyru
Xopa KaTto Teb. Taka ye e 6110 noBeye
NPUKIOYEHCKO, MUHTEPECHO U CTPAHHO - MO
Ha4MH, No KoWTOo TpAbBa Aa AeduHMpall
cebe c1 Mo pasnuyeH HauunH. Unn ga
NMAeHTUGULMPALL CEKCYaTHOCTTA - KaKBO

€ MbXK, KaKBO € }KeHa... 3aL,0To NOoHAKora
TOBA Te NPUTUCKA, HO B CHLLOTO Bpeme,

MO HAKAKbB HauMH MoKelw Aa bbaew
NpoCTo Nomexay. He HenpemeHHo Aa

ce Ha30BaBall Ypes CeKCyasHOCTTa CH, a
NPOCTO KaTo pas/nyeH.

Pasbupa ce, TpyAHO MU € Aa KaxKa, 3aloTo
He CbM }KUBAN N0 OHOBa Bpeme. Hakou xopa
pa3Ka3BarT, Yye e 6uUa0 Kowmap, Ye e buno
Han-nowoTo Bpeme. Jpyru - ye e 6uno
MHOTO MO-UHTEPECHO U € UMasI0 MHOTO
noBeye SIMYeH KOHTaKT, OTKOJIKOTO cera.

B Monwa HAma KnyboBse 3a Bb3pacTHMU rei
MbXKe U necbuiikn. Te NpocTo He ca YacT
oT 06wHOCTTa. To3M GAKT CbLLO e CTPaHeH
32 MEH M CMATaM, Ye e MHTEePEeCHO Aa ce
rosopu 3a Hero. [oHaAKora Te ca 6unn
no-cmenu n no-3abaBHU M OTBOPEHU MO
OTHOLLEHME Ha CEeKCYa/sIHOCTTa CM OT XopaTa
OHec.

3a meH 6ewe usKkaLYUMeENHoO
uHmepecHo da pasbepa no epeme Ha

my own kind of culture. It would have
been easier and | would have felt more
comfortable being myself.

What in your opinion is that particularly
interesting thing that you found about
queer culture before 1989?

It was much more queer than gay - less

of a movement for rights and more of
exploration of sexuality. Or identity,

when everything else is against you. And
you don’t know there are other people
like you. So it was more adventurous,
interesting and strange, as one needed to
define themselves differently. Or identify
gender - what is a man, what is a woman...
Because sometimes one may feel pressed,
but in the meantime, also be somehow in-
between. Not necessarily be named after
their sexuality, but simply as different.

| could hardly tell, of course, because | did
not live in those times. Some people say
it was a nightmare, it was the worst time.
Others think it was much more interesting
and there were a lot more personal
interactions than now.

There are no clubs for the older gay men
and lesbians in Poland. They are just not
part of the community. | find this is odd
too, and | think it is interesting to talk
about it. They used to be sometimes more
daring and more fun and open about
their sexuality than some of the younger
generation.

It was extremely interesting for me to find
out during our discussion that there was
such a club in Prague before 1989. | do not
know any similar place to have existed in
Bulgaria.

But it has, for sure!

I found photographs of women even more
interesting. I think - and you also said
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ducKycusama c edc, 4Ye e UMasao MaKve
Knyb6 e lMpaza npedu 1989 2. He 3Ham
da e cbwecmaysasno No0ob6Ho mMacmo e
bvnzapus.

Ho e cblecTByBano, cbe cUrypHocT!

Owe no-uHmepecHU mu 6axa CHUMKume
Ha yxeHu. Mucnas - u sue cbwjo Kazaxme
Heuw,0 8 mo3u Ayx - Ye e MHO20 mpyoOHO
da ce Hamepam xceHuU om oHoed epeme,
Koumo 0a 2080psamM. A3 CbM M(eHd U Cbwjo
ce uHMepecysam om Kyusvp ucmopusama,
ocobeHo 8 bvneapus. Ho 3a meH e MHO20
no-necHo 0a HamMepsa Mbice, c Koumo 0a
2080psA no memama. [jopu 3 eHu, Koumo
nosHasam, mu Kazeam: ,Huwo Hama da
mu Kaxa!”.

3aw0 mucaume, ye e maka?

Moxe 61 nopaan coumanHmna HaTUCK -
OT TAX Ce e 0YaKBa/o Aa Ce OMbKaT, Aa
Mmart geua. lNoHsKora e No-71ecHo A4a cu
NPUBUAUTUPOBAH MbXK - Teli, HO MbK...

U om mosea, koemo 3Ham, 2eli Mbieme
€a umanu mMmecma 3a cpeuju, Ho He ca Mu
U38€CMHU MAKU8a Mecma 3a ¥eHu.

TpyZHoO e fAa ce roBopu 3a TOBa, 3al0TO
CTaBa Ayma 1 3a CTePeoTUNMU - Ye 33 MbKeTe
€ No-XapaKTepeH BU3yasHUAT acMekT Ha
CEKCya/IHOCTTa - Ye Te UCKaT Aa BUAAT, Aa
nscneaBart, Aa MMaT BU3yaneH KOHTaKT. Ho
TOBa OTYACTW € BAPHO. CbLLO U CHUMKUTE

- UMaM CHUMKM OT Bbarapus, HanpaseHu
OT YOBEK, KOWTO e MbTyBan TyK U e Npasen
CHUMKM Ha HYAWCTKM NAaXKoBe, HO HUKOra
He CbM YyBan 3a KeHa, KOATO Xoau C
¢doToanapar fa npaBu BOAWOPCKM CHUMKM
Ha nnaxa.

(Mpe3 cmax:) AMu Ha meH mu ce e
cny4yeano 0a npaes...

OK. ETo 3awW,0 He nckam ga Kateropusmpam.

something in this sense - it is very difficult
to find women of that time willing to talk.
I am a woman, and | am also interested
in queer history, particularly in Bulgaria.
But it is much easier for me to find men
who would discuss the topic. Even women
whom | know say, “I’m not telling you
anything!”.

Why do you think it is so?

Perhaps because of the social pressure -
they were expected to get married, have
children. Sometimes it is easier to be a
privileged man - gay, but a man...

And from what | know, gay men had
meeting venues, but I’ve heard of no such
places for women.

It’s hard to talk about this because here
stereotypes are also involved - that men
are more into the visual aspect of sexuality
- that they want to see, explore, have
visual contact. But this is partly true. Also
the photographs - | have photos from
Bulgaria made by someone who travelled
here and shot pictures of nude beaches,
but I've never heard of a woman walking
around with a camera, taking voyeuristic
pictures on the beach.

(Laughingly:) Well, | am one who has...

OK. That’s why | do not want to generalize.
But all the women | have spoken to, and
interviewed, have said differently. So - it
depends on the person.

Is there a question I did not ask you,
something you would like to tell the
readers of Marginalia? Anything.

It is important to remember that these
queer, gay and LGBTI issues are part of
the democratic system and politics. As in
Poland for example, where such severe
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Ho BCUYKM XKeHU, C KOUTO CbM roBOPU,
KOUTO CbM UHTEPBIONPaAnN, cCa roBopuan 3a
ApYyrn Helwa. Taka Yye - 3aBMCU OT YOBEKA.

Uma nu Hewjo, 30 KOemMo He cbM 8U
numana, HoO uckame 0a Kaxeme Ha
Yyumamenume Ha ,MapauHaausa”?
Kakeomo u da e mo.

BakHO e ga cn cnomHAMe, Ye Tesun

Kyubp, reit u JIFGTU npobnemu ca yact ot
[EeMOKpaTMyHaTa cMcTema v NoNUTUKaTa.
KaTo B lNonwa Hanpumep, KbaeTo ce
M3BBPLUBAT TOIKOBA CEPUO3HU XOMODOOCKM
akToBe. Te3un xopa He CMATaT, Yye
MaJILMHCTBATA MMAT KaKBUTO 1 Aa e NnpaBga.
Te ca npocTo aporaHTHW. M ToBa e HayanoTo
Ha OrpaHMYaBaHeTOo Ha AeMOKpaLumAaTa,
HenpeKkbCHaTo.

A3 CbM XYLOXHUK, HO KaTo paboTa no
TaKMBa TEMU, KPUTUKYBAM OT KyUbp
nepcnekTmea. MoaabprKam TUNUYHUTE

rey akTMBMUCTK, Te CM BbpLIAT paboTaTa.
3aLL0TO e Ba*KHO Aa NOMHUM, Ye HUKOora
HAMa Aa 6bAeM MHO3UHCTBO. MpumepHoO,
KOraTo riiacyBame 3a sierainsmpaHe

Ha MapTHbOPCTBOTO MM HELLO TaKoBa,
MHO3MHCTBOTO LLe r/1acyBa NPOTUB UK
pa3nnMyHo. He e Bb3MOXKHO Aa e MHave.
BuHaru ro uma 1031 cneumaneH tmn
Bb3MOXHOCT 32 MasLUMHCTBaTa Aa umaT
CBOWUTE NpaBa, 3aLLOTO TOBA € YacT OT
LEeMOKpaLmMATa, KakTo A Bb3npnemame
Han-o6wo. Cbw,oTo e c bexxaHuuTe, xopaTta
OT pa3/n4yHa paca u T.H. Te3un Hewwa ce
npomeHAT B EBpona v B [Moawa cbwo. N e
BaXHO Aa CMe 4acT OT TAX.

U camo ouje eOuH 8bNPOC - KAKBO
mucaume 3a 2eii bpakoseme?

Mmam ronam npobnem c Tax.
Taka npednosoxcux u 3amoea NonuUMax.

OT egHa cTpaHa, 6u1x Kasan, ye XopaTa

homophobic acts are committed. These
people do not believe that minorities have
any rights. They are just arrogant. And this
is the beginning of restricting democracy,
constantly.

| am an artist, but when | work on such
topics, | criticize from a queer perspective.
But I also support regular LGBTI activists,
they do their job. Because it is important
to remember that we will never be a
majority. For example, when we vote to
legalize the same sex partnerships, the
majority will vote against it. It is impossible
to be otherwise. There’s always this special
option for minorities to enjoy their own
rights as this is part of democracy, as we
perceive it in general. We have a similar
situation with the refugees, people of
other races, etc. These things change

in Europe, and in Poland too. And it’s
important for us to be part of them.

And just one final question - what do you
think of gay marriages?

| have a big problem with them.

So much I guessed, and that is why |
asked.

On the one hand, | would say, people
should have equal rights. If they want

to get married they should have that
possibility too. But in general - the idea
of marriage comes from religion. It is very
conservative, and somehow exclusive

of all other ideas. In a perfect world, |
would see a partnership for everyone, law
regulations. That is the idea. But in the
real world, marriage is subject to many
laws and regulations, and this matters.

If | decide to marry, it would be because
of the laws and after taking into account
the number of differences between
partnership and marriage, such as how
much support would a partner have, and
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TpA6Ba Aa MMaT paBHM Npasa. AKO UCKAT
[a ce KeHAT, TpAbBa Aa MMaT U Tasu
Bb3MOXKHOCT. Ho reHepanHo - nagenTa 3a
bpaKa naBa ot KaTonmnyecKkaTa LbpKBa.

TA € pennurnosHa, MHOro KOHCepBaTUBHA

M MO HAKAKbB HauMH U3KIOYBaALLA

ApyruTe. B eAnH CbBbPLUEH CBAT BUXKAAM
MapTHbOPCTBO 3a BCceKW. ToBa e nageata. Ho
B pea/IHUA CBAT MMa 3HayeHue, Ye ¢ bpaka
Ca CBbP3aHM MHOTO 3aKOHU. AKO a3 pella aa
CK/toya 6pak, 6u 6uno 3apagm 3aKoHUTE U
cnep, NpeuUeHKa KOJTKO Pas/IKkU MMa Mexay
NapTHbOPCTBOTO M BpaKa - HaNPUMepP KOKO
noAKpena mMmoe Aa MMa 3a NapTHbopa,
M3061LL0 - BCAKAKBU TaKMBa Npobaemu.

Ho KaTo usno, naeata 3a 6paka e HaUCTUHa
npobaematnyHa 3a meH. HaKkou Kasgar,

ye reit MbxKeTe U necbuiikuTe ca Han-
KOHCepBaTMBHUTE B TOBA OTHOLWWEHMWE -
MCKaT OCMHOBAIBaHe, BpaK 1 BCUYKM Te3un
KOHCepBaTMBHM LIEHHOCTM, HAauYMHUTE, NO
KOWUTO T€ CU MUCAAT, Ye e 6baaT ,Kato
Tax”. TPYAHO e Aa Cce KarKe CbBCEM TOYHO
Janu e Taka, Ho...

UHmepsromo ¢ Kapon PaduwescKku e nybauKky8aHo Ha
11.12.2015 8 oHnalH cniucaHUemo 3a Yo8ewkKu npasa
,MapauHanua”.
www.marginalia.bg/analizi/karol-radishevski-da-
pomnim-che-vinagi-shte-sme-maltsinstvo

113

any other problems of the kind. But in
general, | find the idea of marriage truly
problematic. Some say that gay men

and lesbians have the most conservative
understanding in this regard - they want
kids, marriage, and all these conservative
values, the ways in which they think they
can be “like the others”. It’s hard to say
definitely if it is so, yet...

The interview with Karol Radziszewski was published
on 11.12.2015 in the online magazine for human
rights Marginalia.
www.marginalia.bg/analizi/karol-radishevski-da-
pomnim-che-vinagi-shte-sme-maltsinstvo
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Kapnaoc Morta / Carlos Motta

KAPAOC MOTA: Bunaru TpabBa Aa MUCAUM
3a apeKTUTe, KOraTo pasraeXxaame mawabuure
NOAUTHYECKH BbIPOCH...

CARLOS MOTTA: We always need to think about
affects when considering larger political issues...

NHuTepsto Braana Muxainosa / Interview Viadiya Mihaylova

LleHTbp 3a KynTypa u aebar ,YepseHarta Kbiya”

CpeLla-pasrosop ¢ Kapnoc MoTta

MpeacTaBaHe Ha HeroBus NPOEKT 3a yeb naatdopma JxeHObp maaaHmMu, KOATO ce 3aHMMaBa
C aKTMBUCTKUTE ABUKEHMA 33 CAMOONpPeaeNAHETO Ha Noa B TpaHC* U MHTepPCEKC OBLHOCTY.
XYL0KHUKBT rOBOPU M 33 APYrM CBOM NPOU3BEAEHUSA, CBbP3aHM C TEMUTE 33 AEMOKPALUATA],
YOBELLKMTE NpaBa U KyNTYPHUTE Pas3inumns.

www. gendertalents.info

The Red House Centre for Culture and Debate

Public discussion with Carlos Motta

Presentation of his project for Gender Talents web platform that engages with activist
movements for gender self-determination within trans* and intersex communities. The artist
speaks about other works of his that concern the subjects of democracy, human rights and
cultural differences.

www. gendertalents.info

LxeHabp TanaHTH, 2015, Kaapy OT BUAEO
Gender Talents, 2015, video stills
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Pazzoeapsame cned eawemo npedcmassHe
8 YepseHama Kbwia e4epd, Hd Koemo eue
MoKasaxme u 208opuxme 3d 20A19Ma 4acm
om pabomume cu. Bcu4ku me, Makap u He
AupeKmHo ce 3aHUMAeam ¢ NoAUMUYecKU
8bMIPOCU KAMO YeHmpasaHu memu, pazbupa
ce, ca ebnpocume 3d cekcyaaHocmma

u nosa, 3a pasauyuama, 3a ckpumume
KynmypHuU ucmopuu. bux uckana da eu
nonumam, 00KOsKOMo ce 3aHUMasame ¢
me3u C/10:#(HU U HeeOHOU3MePHU 8blPOocU,
110 KAKb8 Ha4YUH ocmucsasame u O0KO/KO

e 8aX(Hd 3a eac ,,noanumukama” Ha
eawume cobcmeeHu pabomu? HayuHbm,
no Kolimo 2u npedcmassame e pamKume
Ha cucmemama u KOHmeKcma Ha
usKkycmeomo?

B mosATa paboTa mucAs 33 NOAUTUYECKOTO
Nno ABa HauMHa: MbPBUAT € CbAbPIKAHMETO,
KOETO pasriexaam B NPOeKTUTE cu,

KOETO OYEBMAHO € NOSIUTUYECKO -

BbNPOCU, CBbP3aHM C AEMOKPALMATA U
[eMOKPaTUYHOTO NPeaCTaBUTENCTBO,

KaKTO M BbMPOCU Ha CEKCyaNHOCTTa U

nona B cbBpemeHHUTe obuiectsa. CamoTo
CbAbPXKAHME CbLLO e MPOCTPAHCTBO,
MWHUPAHO C NOJUTUYECKM BBNPOCU.

PaboTA No Te3n TeMMu KaTo XYL0MKHUK.

B TO31 CMUCBA, 32 MEH € MHOTO BaXKHO
pa3bupaHeTo, Ye U3KYCTBOTO CbLUO

e 061acT, U3NbHEHA C NOAUTUYECKU
BbNPOCU, HaNpumep Kak n3obpasssall
HEeLLLO MW HAKOTO; MM KaKBO O3Ha4YaBa
e[lHO UK ApYro NpeacTaBsAHe B paMKuTe
Ha MHCTUTYLMA, KOraTo camaTa Td e
obpemeHeHa C NONUTUYECKM CbobBpakeHUs.
ToBa NPOM3BEXKAA HAaNPEXeHUEe MeXay
CbAbPXKAHMETO Ha paboTaTa U NOAUTUKATA
B 06/1acTTa Ha U3KYCTBOTO. B TO3M cmUCHA,
BMHaru ce cTapas Aa BHUMaBam OTHOCHO
TOBa KaK A3 3alaM egHOBPEeMEHHO Te3un
[ABa BbMpoca. Yecto ce MHTepecyBam OT
MCTOPUATA Ha OPraHM3NPaHETo Ha U306,
KaKTO M OT KOHKpPETHaTa UCTOpMA Ha AafeHa
MHCTUTYLMSA, 33 A2 3HaM KakK [a pearupam

We are now speaking after your
presentation at the Red House yesterday,
where you showed and talked about a great
number of your works. All of them, though
not directly, tackle political issues, the
central themes being, of course, the issues
of sexuality and gender, the differences, the
concealed cultural stories. | would like to ask
you, so far as you deal with these complex
and multi-faceted topics, what meaning
does it give and how important to you is the
“politics” within your own works? In what
way do you present them in the system and
context of art?

There are two ways in which | think about
the political in my work: one is the content

| address in the projects, which is obviously
political - questions of democracy and
democratic representation as well as issues
of sexuality and gender in contemporary
societies. The content itself is a space that is
mined with political questions. | work with
these topics as an artist. In that sense it is
very important for me to understand that
the field of art is also mined with political
questions, such as how you represent
something or someone; or what it means to
show something within an institution that is
itself ripe with political considerations. This
produces a tension between the content of
the work and the politics of the field of art.
In that sense, | always attempt to be mindful
of how you can ask both of those questions
at the same time. | am often interested in
the history of exhibition-making and in the
specific histories of an institution to know
how to respond and how to place a work
within that specific context. Because, if

you don’t do that, | think, the work may be
perceived as oblivious of its larger context. If
you just accept a given space in an institution
without interrogating it and without asking
questions about what it means to show it
there, | think you may miss the opportunity
to actually add an additional layer of content
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M Kak fa noctasa paboTaTa B paMKuUTe Ha
TO3M cneumduyeH KOHTEKCT. 3alLl0TOo, ako

He 6bAe HanpaBeHo TOBa, crnopes, MmeH
paboTaTa MoKe [ia ce Bb3npueme CbBCeM
BCTPAHM OT NO-IMPOKUA 1 KOHTEKCT. AKO
NpPOCTO ce Npueme AaAeHO NPOCTPAHCTBO

B e4Ha UHCTUTYLMA, 6e3 Aa ce obcneasa u
6e3 aa ce 3a4aBa BbNpoOCca, KAKBO 03Ha4YaBa
Ta3un TBopHa Aa 6bae NoKasaHa TaM, MUCAA,
ye MOKe [a ce NPOonycHe Bb3MOXHOCTTa
peanHo Aa ce Haarpaam paboTtarac
OOMbAHUTENEH NAACT CbAbpPiKaHWe. YecTo
0Cb3HaBaM, Ye He CblLecTBYBaM BbB BaKyym
M Yye nma mHoro GopmMu Ha uspasasaHe U
NbpBOCTENEHHM CTpaTernm, KOUTo ca bunm
M3MON3BaHU OT XYAOXKHULMUTE B UCTOPUYECKM
nAaH, Taka Yye ce CTpems 4a UMam Npeasus, 1
Tesu Helua.

Kozamo obcvicdaxme nekyuama eu,
2080puxme KaK UHmepecbsm u memama

30 deMOKpayuaMa Mo HAKAK®b8 Ha4uH
npucscmea 8 NoYMu ecu4Ku eawu pabomu.
Buxme nu Moz 0a Kaxceme noseye 3d
moea? Cmpyea mu ce, 4e npu 8ac moed He e
camo mema, HO U cneyugpuyHa cmpameaus
Ha MoKa3eaHe Ha eawiume pabomu: 20aamMad
4acm om msax ca 00CMbIHU 8 UHMepHem,
Gender Talents cobwecmeyesa nod gpopmama
Ha camocmosamesnHa naamegopma...

M3bpax TemaTa 3a leMoKpaLMaATa KaTo
OCHOBHA 3a cepua paboTu, 03arnaBeHn
JemokpamuyeH yukb. Teau WecT ronemm
NPOoeKTa pasrexaaT LeMOKPaTUYHOTO
NPeaCTaBUTENCTBO OT PA3INYHU TefHN
TOYKN. Xybas #usom e pa3paboTeH

OT rlefHa TOYKa Ha BbHLUHATA Hameca

M Bb3NPUEMAHETO Ha AeMOKpPaLMATa
KaTo ¢opma Ha ynpasneHue. Jocuema
Ha umuepaHmu belue 3aMUCIEH OT
rnefHa TOYKa Ha NoMTMYEeCcKaTa
MUTpaLMa U U3NPaLLAaHEeTo B U3THAHME Ha
NaTMHOAMepWKaHLM B CKaHANHABCKUTE
CTPaHW 1 KaK Te3un AeICcTBUA 3acTpalumnxa
NPUBUAHO GYHKLMOHMPALLMA WBEACKU
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to your work. I’'m often aware that | don’t
exist in a vacuum and that there have been
many forms of representation and foremost
strategies that have been used by artists
historically, so | want to be in conversation
with those things as well.

When we discussed your lecture, we spoke
about how the topic of democracy and the
interest in it is somehow included in almost
all of your works. Could you elaborate a
little more on this? | get the impression
that for you it is not simply a topic, but
also a specific strategy of showing your
works: a large part of them are accessible
on the Internet, Gender Talents exists as an
independent platform...

| have chosen the topic of democracy as

the foundation of a series of works that are
titled The Democracy Cycle. These six large
projects deal with democratic representation
from different perspectives. The Good Life
was developed from the perspective of
foreign intervention and the perception

of democracy as a form of government.

The Immigrant Files was conceived from

the perspective of the political migration

and exile of Latin American people to
Scandinavian countries and how those moves
threatened the seemingly functional Swedish
model. Six Acts had to do with the crisis of
the Left in Colombia and how many leftist
and liberal political leaders in that country
have been assassinated by militaristic forces
from the Right. DEUS POBRE/The Poor God
deals with the history of liberation theology
and the relationship between democracy
and religion. Lastly, We Who Feel Differently,
which asks questions about sexuality and
gender, Gender Talents deals with the politics
of gender identity, and Patriots, Citizens,
Lovers... contrasts the current political
situation in Ukraine with histories of local
LGBTI discrimination.



mogaen. Lllecm akma e cBbp3aHb € KpU3aTa
Ha nesuuata B Konymbusa u ronemmar

6poli neBn n nMbepanHu NOAUTUYECKHU
nvaepu B Tasu cTpaHa, Kouto b6saxa youTm ot
BOEHHWUTE CUNU Ha AecHuuaTa. DEUS POBRE/
ObeoHenusm boz pasrnexkpa uctopmata

Ha TeON0rMATA Ha 0OCBOBOXKAEHMETO U
B3aMMOOTHOLLEHNETO MEXKAY AeMOKpaLna
n penurna. N Hakpaa, Hue, koumo ce
yyscmeame pasauyHO NOCTaBA BbNPOCH

3a CeKkcyasHoCTTa v nona, JxweHowvp
masnaHmMu ce 3aHMMaBa C NOJIMTUKATA Ha
nosioBaTa MAEHTUYHOCT, a [Tampuomu,
2pacoaHu, nb60o8HUYU... NPOTUBOMNOCTaBA
Ha HacToALLaTa MOAUTUYECKA CUTyaLLMA B
YKpaHa pa3Kkasu 3a AUCKPUMUHUPAHETO Ha
mecTHaTa JITBTU obwHoCT.

B KaKeo suxdame 8pb3Kkama mexoy
nboe u demokpayusa?

Korato cHumax Xy6as »usom, nonutax
eAMH yandeH Tbprosel, B XoHaypac: ,Kakso
€ BallleTo MHeHUe 3a AeMOoKpaumaTa

KaTo ¢opma Ha ynpasneHue?”. MHoro
€MOLMOHaIHO TOM MM OTroBopHU: ,3a Aa
MMa geMoKpauma, Tpabsa Aa uma nobos”.
KaKTo 3HaeTe, fia ce MUCAM 3a CTEMEHTA Ha
Bb34eMCTBME HAa MOIMTUYECKOTO € BaXKHO U
CMATaM, Ye € HYXHO [ia OLEeHNM NMOBTOPHO
1 Aa pasbepem HauMHUTE, MO KOUTO
NOAUTMKATa OKa3Ba MHOTO cneumdryHo
Bb34eNCTBUE BbpXy GopMUpaHeTo

Ha cybekTMBHOCTU. M3pacTBaHeTo B
COLMANNCTUYECKU PEXUM, Hanpumep, Banse
Ha HayMHMTE, NO KOMTO YOBEK MU3rpaXKaa
BCUYKM aCMeKTU Ha }KMBOTA CU, HE CaMO
CBOETO Ny6/MYHO ,,a3”, HO Y IMYHOTO CU
,a3”, HaUMHUTE, MO KOWUTO Ce OTHACA KbM
napTHbOpa cv B eAiHa Nt0H6OBHA BPb3Ka,
WAV HAYMHWTE, MO KOWUTO OTIMexKda aete. B
TO3U CMUCB, 06LWECTBEHOTO U IMYHOTO Ca
Hanb/AHO NpenieTeHn. BuHaru Tpabea Aa ce
MWCAM 3a adeKTUTe, KoraTo ce pasrnexaaT
MalLabHM NOAMTUYECKM BbNPOCKH, 0cobeHo
LLLO Ce Kacae 3a HauyMHa, No KOWTO Te Lie ce

Where do you see the connection between
love and democracy?

When | was shooting The Good Life |

asked a street vendor in Honduras: “What

is your opinion of democracy as a form

of government?” Very emotionally he
responded: “For democracy there must

be love”. As you know, thinking about the
affective dimensions of the political is
important and | think we need to reclaim and
understand the ways in which politics have

a very specific effect on the formation of
subjectivities. Growing in a socialist regime
for instance affects the ways in which you
construct all of the aspects of your life, not
only your public self, but also your private
self, the ways that you relate within a love
relationship, or the ways in which you raise

a child. The public and the personal in that
sense are completely intertwined. We always
need to think about affects when considering
larger political issues, especially when you
think about the ways in which they will affect
the lives of citizens.

| have been producing projects that deal
with topics that have been traditionally
characterized, and thus marginalized, as
“affective”, such are sex and gender, and
things often deemed less important to the
critical issues of class and race. There’s

a hierarchy of oppression where sex and
gender are always at the bottom: with class
being always at the top (in response to

the Marxist-Leninist legacy). In that sense,
sex and gender are always perceived as
“feminine”, about affection, things that don’t
really concern the larger questions of what it
means to be a subject in society.

Yes, but the issue of sexuality is one of
Foucault’s central themes, and this line is
continued as a critical discourse in queer
theory. May be it is | who don’t understand
the aspect you are talking about? In your
opinion, what should be the strategies that
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OTPa3AT Ha XXMBOTA Ha rparkaaHuTe.
MpoeKTHTe, KOMUTO Cb3daBaMm, ce 3aHMMaBaT
C TEMW TPAAULMOHHO XapaKTepU3npaHu, a
MO TaKbB Ha4MH U MapruHannsmMpaHu, Kato
,»E€MOLMOHaNHN", HaNPUMEpP CEKCHT U MONLT,
KaKTO U C Hellla, KOUTO YecTo ce cYmMTarT 3a
NO-MasfioBasKHU B CPaBHEHME C KPUTUYECKUTE
npobnemu 3a Knacata 1 pacata. CbLiecTsyBa
Mepapxus Ha MOTUCHMYECTBOTO, B KOATO
CEKCbT M NOABT Ca BUHArM Ha AbHOTO: a
KnacaTa e BuHaru Haii-otrope (B 0TroBop Ha
Hac/n1eACcTBOTO Ha MapKCU3Ma-IEHUHU3MA).
B TO3M CMUCHA, CEKCHT M NOABLT BUHATM

Ca Bb3NPUEeMaHM KaTo ,,keHcTBeHn”,
OTHacALM ce [0 YyBCTBATa, Hellla, KOUTO B
OENCTBUTENIHOCT HEe KacaAT No-cepnosHmTe
BbMPOCK 3a TOBa KaKBO 03HayaBa Aa 6bael
rpask4aHuH Ha 06LLecTBoTo.

Aa, Ho npobsembm 3a cekcyanHocmma e
eduH om yeHmpanaHume npu PyKo u masu
/IUHUSA e NPOO0b/AMEHA KAMO Kpumu4vecKu
AucKypc 8 Kyuvbp meopuama. Mose 6u

a3 He pa3bupam acrnekma, 3a Koiimo eue
2oeopme? Kakeu 6u mpabeano, cnoped
eac, 0a ca cmpameauume, Koumo oa
demapzuHanuzupam npobaemume Ha
ceKkcyanHocmma u nona?

Hamam npeasua, 4e KpUTULUTE U
TEOPeTMLUTE He PA3IexaaT cekca u
nosaa KaTo NoSIMTUYECKM BbMpocu. B
MHOTO OT paboTute Ha ®yKo v peguua
APYTY MUCUTENIN TE3U BBNPOCU MMAT
CU/THO M TPAMHO NPUCHCTBME, HO CbM
ybeseH, Ye CeKCbT M MONBT He ca
pasrnefaHn JOCTaTbyHO MO OTHOLWEHUE Ha
B3aMMOZENCTBUETO UM C APYrv COLMANHU
M NOAUTUYECKM BBNPOCK. MoanTnYeckaTa
dunocoduma n KPUTUYECKUAT colmaneH
aHaNu3 B rofiAmaTta Cv YacT ca CBbp3aHu
OCHOBHO C K/1acaTa U pacaTa. As ce
MHTepecyBam OT NPeobpbLLAHETO Ha TO3M
6anaHc 1 U3BEXKAaHe Ha NpeseH NiaH Ha
NOAUTMKATa CNPAMO MapruHannsnMpaHnTe
nHAMBMAN. VicKam fa roBops 3a ToBa Kak

can de-marginalize the issues of sexuality
and gender?

I’'m not suggesting critical theorists haven’t
discussed sex and gender as political issues.
A lot of Foucault’s and many other thinkers’
work is very much entrenched with these
questions, but | have no doubt that sex and
gender have not been properly discussed

in their intersection with other social and
political issues. Most of political philosophy
and critical social analysis has to do with
class and race primarily. | am interested in
inverting that balance and foregrounding the
politics of marginalized subjects. | want to
speak about how these oppressive politics
condition the affective relations of some of
these groups.

Among the projects you presented
yesterday was your work Patriots, Citizens,
Lovers... (2015) which you presented also
in Kiev and created it together with local
activists. Would you describe the situation
in which you worked in Ukraine as specific,
especially at that moment, after Maidan,
and in an actual military environment?

My experience in Kiev was limited and

I had a fairly short time to work on this
project. So instead of delving into living in
Kiev and working very directly with specific
community groups for a sustained period
of time, I chose a different approach,
which was to have a local interlocutor, the
journalist Maxim Ivanukha, who acted as

a bridge between me and the ten activists
portrayed in the work. Based on thorough
conversations with the activists, | decided
to focus on how the rising exclusionary
rhetoric of nationalism and patriotism has
been appropriated by rightwing extremists,
neo-Nazis, retro-politicians and the Russian
government, and how it has affected the
work and the lives of LGBTI people in
Ukraine.
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Ta3n NOTUCHUYECKA NONNUTUKa onpeaena
CbCTOAHNETO Ha eMOLMOHA/THUTE OTHOLWIEHNA
B HAKOWM OT Te3u rpynu.

Cped npoekmume, Koumo npedcmasuxme
syepa bewe u pabomama Patriots, Citizens,
Lovers (2015), koamo cme nokasan u
peanusupan e Kuee c mecmHu akmusucmu.
bewe au cneyuguvyHa cumyayuama Ha
paboma e YKkpaiiHa, ocobeHo 8 mo3u
momeHm, cned MaiidaHa u 8 peasaHo
8oeHHa o6cmaHosKa?

MpectosaT mu B Knes belle orpaHUYeH K
pasnonarax ¢ focTa KpaTKo Bpeme 3a pabota
BbPXY TO3M NpoeKT. ETo 3aLo BmecTo aa

ce BNyCHa B X1BOTa B Knes 1 ga pabota
MHOFO MPSAKO CbC cneundpuyHuTe rpynu ot
06LLHOCTTA B AMNH HEMPEKbCHAT Nepunog ot
Bpeme, n3bpax Apyr NoAxo4, a UMeHHO Aa
paboTA C MecTeH CbTPYAHUK, }KYPHANUCTBT
Makcum MBaHyxa, KOWTO oCbLLecTBABALLE
MOCT MeXAY MEH U AeceTTe aKTUBUCTY,
npeactaBeHu B pabotata. Ha 6a3aTta Ha
NPOCTPaHHW PA3roBOPM C aKTUBUCTUTE
pewunx Aa akLeHTUpam BbpXy TOBA, Kak
3apa)kjallaTta ce U3KAYBaLLA PETOPUKA Ha
HaUMOHaNM3Ma 1 NaTpMoTn3ma e Bb3npueta
OT AeCHUTE eKCTPEMUCTU, HEOHALMCTH,
pPeTponoITULM U PYCKOTO NPaBUTENCTBO,

M KaK TOBa e NOB/MANO BbpXy paboTtaTta u
*KmBoTa Ha JINBTU xopaTa B YKkpaliHa.

BakHO e fa ce oTbenexu, ye YkpaliHa

6e efHa OT NbpBUTE BUBLIN CHBETCKU
ObPXKaBW, B KOATO Ce AEKPUMUHANN3NPA
XOMOCEKCYa/IHOCTTa 1 TOBa OTBOPW NbTA

3a passutme Ha JITBTU aBukeHMe ¢ MHOrO
HaJeXAau n o4yaksaHuA. To3m npouec
[oBeje [0 Cb3[3aBaHETO Ha OpraHM3aumu,
3anoyBaHe Ha paboTa ¢ KOHKPETHU
06LWHOCTH, NoNyYaBaHe Ha dMHAHCKMpaHe oT
MeXKyHapo4HM OpraHM3aumum 3a npasara
Ha YoBeKa M T.H. Taka Ye C aKTUBM3MPAHETO
Ha peTopuKaTa Ha HaUMOHANN3bM U
NaTPMOTM3bM U NMOBTOPHOTO AEMOHU3UPaHE
N KPUMWHANM3MPAHEe Ha XOMOCEKCYa/IHOCTTa

It is important to note that Ukraine was

one of the first post-Soviet countries to
decriminalized homosexuality, something
that paved the way for the development

of an LGBTI movement with many hopes
and expectations. This process led to the
formation of organizations, in developing
work with specific communities, in receiving
funding from international human rights
organizations, etc. So, the rise in the

rhetoric of nationalism and patriotism and
the re-demonization and criminalization

of homosexuality in Russia has turned the
situation for the LGBTI community in Ukraine
from one that was slowly progressing

to a hundred steps back. There hasn’t

been a legislative turn to re-criminalize
homosexuality in Ukraine but culturally and
socially LGBTI subjects do not fall under
what is traditionally understood as a national
and patriotic subject. Especially in the

time of war, where the big issues are war,
economic crisis and the crisis of refugees...
The “big” topics... LGBTI issues aren’t part

of the big topics. Maxim Eristavi, one of the
interviewees, tells me in the video how he
often encounters people who tell him: “Why
don’t you wait 20-30 years until we solve the
economic situation in the country and until
we kind of take the path of social progress
again and then we deal with your issues”. But
you can’t separate these issues: the key idea
here is that these issues are intersectional.
Race, class, sexuality and gender are always
interrelated; they are never things that could
be considered separately from one another.
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B Pycus cutyaumsTa 3a JIFBTU obuwHocTTa B
YKpaliHa oT 6aBHO nporpecupalla ce BbpHa
CTO KPayKu Hasaz,

HAama 3akoHoaaTeNHa MHMLMATUBA

3a NOBTOPHO KPUMUHANM3MpPaAHE Ha
XOMOCEKCYafIHOCTTa B YKpaiHa, HO B
KyATypeH un obuiectBeH acnekT JIFBTU xopaTa
He OTroBapsAT Ha TPaAMLMOHHOTO pasbupaHe
3a rpaxaaHu 1 natpmotu. OcobeHo

Mo Bpeme Ha BOMHA, Korato ronemuTe
npobaemu ca BOMHaTa, MIKOHOMMYeCKaTa
Kpu3a, Kpu3aTa c bexxaHuyuTe.... ,,lonemute”
npobaemu... IT6TU npobnemute He nonagat
B Ta3M KaTeropwus.

Makcum EpuctaBu, eguH OT yYacTHULUTE

B MHTEPBIOTO, MM pPa3Ka3Bsa B TO3M
BMAE03aMnuCc, Ye YeCTo cpeLla Xxopa, KOUTo My
Ka3BarT: ,3alo He n3yakate 20-30 roguHum,
[0KaTo onpaBMM MKOHOMMYECKATa CUTyaL s
B CTPaHaTa M A0KaTO HAKaK OTHOBO NoeMeM
Mo MbTA HA COLMAHMA NPOrpec, U Torasa

LLe ce 3aHMMaem c BawuTe npobaemun”. Ho
Te3n npobnemu ca HegeIMMMU: OCHOBHATA
naena TyK e, ye Te MMaT obLLM npecevHn
TOYKM. PacaTa, KnacoBaTta NPUHAAIEKHOCT,
CEKCYa/NIHOCTTa M NOMBT Ca BUHArK
B3aMMOCBbP3aHU; Te3M Hellla HAMA KaK 4a
6baaT pasrneraaHn OTAENHO eAHO OT APYro.
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< Enaap BoryHoB v Kpoaunk Baek, kappu oT BUAEO cenekums, 2014-2015
Eldar Bogunov and Krolik Black, stills from video selection, 2014-20715

Eapap boryHoB u Kpoauk baek
npeactaseHu ot bopaHa Pocca u Oner Maspomarttu
15 Bugeo knmna, 65 muH

Eldar Bogunov and Krolik Black

presented by Boryana Rossa and Oleg Mavromatti
15 video clips, 65 min

Oner MaBpomattn / Oleg Mavromatti

Cenekyus Ha KpamKU KUHO MUHUGMIOPU 0m KaHana Ha bnek/boayHos 8 lOmMio6. duamume
npedcmasam Uucmopuu € 2Aa8HU 2epou camume cb30amesu, YUumo CyeHapuu ca peakyusa Ha
cvbumusama 8 peasHUA #usom Ha 08amMama xyOoHHUUU.

A selection of short film miniatures from Black/Bogunov’s YouTube Channel. The films present
stories whose main characters are the authors themselves and whose scripts are a reaction to

the events in the real life of the two artists.

HoBuTe TexHONOrMK AaBaT Bb3MOXHOCT

Ha MapruHanM3npaHuTe ot obLWecTBoTO
JIMYHOCTM He CaMO A3 Cb34aAaaT KaHan B
HOTH06, KbAETO Aa Pa3npoCTPaHABaAT CBOETO
,CamogenHo” BMaeo, Ho 1 4a roBopAT TOBA,
KOETO HWMKOW He UCKa Aa CAyLla, Aa U3CKavaT
Ha cueHaTa 6e3 ralm 1 Aa nokassar
CpaMHUTE CU YacTu, Aa AEMOHCTpUpaT
CBOETO ,,CTPaHHO” pa3bupaHe Ha nosoBuTe
pasnnuuA, 4a roBopAT 3a CBOUTE NpaBga,

Aa NAAT No ycTaHoBeHMTe npasuna. C
efHa Ayma, Aa ce 3aHMMaBaT C TOBa, KOeTo
B MCMXMATPUATA Ce Hapuya ,eK3anTUpPaHo
nosegeHune”. Unu, ako nsnonssame esuka
Ha CbBPEMEHHOTO M3KYCTBO, CbLLLOTO TOBa
noseAeHne moxe Aa 6bae HapeyeHo
,»MalCcTopCcTBO”, CbTBOPABAHE HA MUTOBE UK
Cb3ZaBaHe Ha XUB NbpdOpMaHC, B KOUTO
XYOO0MKHUKDBT € CTPaHHa NepcoHa, YMMTo
YKMBOT Ce C/IMBa C XYA0MKeCTBEHUA NpoLec.

New technologies give opportunity to

the people, who are marginalized by the
society, to not only create their YouTube
channel through which they can distribute
their DIY video, but to also say what
nobody wants to hear; to jump on the stage
without pants and whip out their junks; to
demonstrate their “strange” understanding
of what gender differences mean; to talk
about their rights; to spit on the established
rules. In a word - these technologies give
them the opportunity to perform publicly
what psychiatrists may call “exaltation”. Or,
if we use the language of contemporary art,
this very behavior can be called “artistry”,
“creation of personal mythology and aura”
or “life performance”, in which the artist is
a bizarre persona, whose life is inseparable
from the artistic process.
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OTKpMBaHETO Ha HaMBWUCTUTE 40 MOMEHTA
BMHAru ce e cy4Ysasno eTHorpadCKu.
M3cneposatenute, ,NoBLUMTE” Ha HAMBU3BM,
NPUCTUrAT B TOPUTE TUAUNENCKU U
nbTewecTBaikn GU3nYeckn, n3gupeat
TOBa, KOETO e NnoaxoaAwo. MpexsbpieHo oT
nycTowTa B Xpama-ranepus, npopaHHOTO
npousBegeHue Ha CeNCcKUA NANOT CTaBa
caKkpasiHO, cepTuouLMpaHo, npeameT

Ha XyA0XKecTBEeHUS KyAT, 4OMNYyCHATO A0
HebecHUTe YepTo3u. , XpaHUTenuTe Ha
KynTa” oueHsBaT NPUBANNKEHOCTTa A0
HebecaTa B MapuyeH eKB1BA/IEHT U BCUYKO
ce 3aBbpTa Mo No3HaTaTa CXema Ha CBeTa Ha
KOMEpPCHaNHOTO U3KYCTBO.

HO KMHO-BUAEO-KYyUbp-HaUBUCTKaTa
NpoAyKUMA KayeHa B MHTepHEeT 06LWecTBOTO
He ce C/ly4Ba B HAKOA MbCTa ropa, a ce

ABABA KECT B Ny6/IMYHOTO NPOCTPAHCTBO,
MHTEPBEHLMSA Ha ,,MONY-YMHUA" XYA0MKHUK
OMpeKTHo B My3es 6e3 nomowta Ha
nocpegHUUM. , XyaoKHUUNUTE Nanotm”
W3/13aT B rpaZia M 3aKayaT CBOUTE KapTUHKM
Hanpaso Ao [KoKoHAaTa, NAenKn

Ha neruTumaummTe u ceptTuduKaTmTe

N PbKOBOAENKM ce OT eANHCTBEHOTO
YKenaHve fa NoKakaT Ha nybaunKaTa cBOeTo
TBOPYECTBO B HAN-NPETHLNKAHOTO MACTO. AKO
TOBa ce C/lyyBalle BbB PU3MYECKOTO, a He
BbB BUPTYaNHOTO Ny6AMYHO MPOCTPAHCTBO,
pe3ynTaTbT MOXKelle Aa Bapupa oT
NCUXMATPUYHA KAMHWKA A0 NPU3HaHWe U
noctiernTumaums.

McTopurATa Ha HaMBHOTO M3KYCTBO NO3HaBa
npumepw 3a HanBHa ,pectaspauua”’ un
npeBpbLLAHETO 1 B NonyaapeH bpeHa,
KaTo T03M Ha 81 roauwHaTta Cecunma
XvmeHec, OT UCNaHCKOTO rpagye bopayka,
HawymaAna npes 2012 r. ¢ Bb3CTaHOBABAHETO
Ha ¢peckaTa Ecce Homo B mecTHUA

Xpam. Ho pecTtaBpaTopKaTa-HaMBUCTKa

He nponaraHauMpa cBon cobCTBEH,
cneumaneH maHuoecT, He npeacTass

CBOA CneuyasHa apTUCTUYHA eK3anTaums,

The “discovery” of the naive artists has
always been ethnographic by nature up
until now. The discoverers, the “hunters” of
naivism, come to the wilderness and while
traveling physically they search for what
they think fits their concept. Transferred
from the “land of nothingness” to the
“gallery-temple”, the profane work of the
village freak becomes sacred, certified, an
object of the art cult and welcomed to the
heavenly palaces. “The cult keepers”, in their
turn, value the proximity to heaven in hard
currency and everything gets again onto the
wheels of the well known scheme from the
commercial art world.

But the film-video-queer-naivist production
uploaded to the online community does not
happen in the deep woods but is actually a
gesture at a public space, an intervention
of the “weak-minded” artist, into The
Museum directly, without the help of any
mediators. “The artists-idiots” go out in the
city and hang their art works right next to
La Gioconda, spitting on all legitimation and
certification procedures, being led only by
the desire to show to the audience their

art at the most crowded place. If this was
happening at a physical, not in the virtual
public space, then it could have varieties of
unhappy and happy endings, starting with
the phsychiatric clinic and finishing with
legitimization and post-certification by the
art world.

The history of naive art knows examples of
naive “restoration” for instance, and it is
becoming a popular brand, such as the case
of the 81 years old Cecilia Giménez of Borja.
She had become well known since she made
the restoration of the mural Ecce Homo, at
the local temple in 2012. But the restaurator-
naivist did not propagate her own, special
manifesto; or did not present her own, very
special artistic exaltation. In a word - she did
not insist in her own very special place in the
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C egHa AyMa He HacToABa Ha HAKAKBO
CBOE€, YHUKA/IHO MACTO B U3KYCTBOTO - U
TOYHO NopaaM TOBA TA € /IeKO Bb3npueTa un
,CepTuomumpaHa” Kato 6e3obugeH Kypmnos,
3aemalikn 6e3601e3HeHO CBOETO MSACTO B
NOMKyATypaTa.

Ho B ciyyan Ha Biek/BoryHoB BCUMYKO

€ MHOrO0 MO-C/N0XHO. Te NPOHUKBAT B
ny6ANYHOTO NPOCTPAHCTBO, HapyLIaBanKu
HerosuTe TabyTa C HAMBUCTKUTE cU dUAMYETa
M Ka4yBaT CBOATA NPOAYKLNA B CbBCEM He apT-
XayCHUTe MHTepHeT obLLecTBa, a B MecTaTta
Ha BUMPTYa/NHOTO NPUCHCTBUE Ha COBCTBEHUTE
cu poautenn. C gpyru oymu, HalmTe repou
3aABABAT CBOETO CbLLUECTBYBaHe BCpes Tbana
OT BOMHCTBALLM KOHCEPBATOPU, HE MOXKELLN
[a npvemar ,,TakoBa Hewwo” NPy HUKaKBK
06CTOATENCTBA, HE LOPU KaTo M3KYCTBO, a
MOHe KaTo HelLLo, KOeTo Aa He NpeAn3BMKBaA
BBMNPOCK OTHOCHO AyLIEBHOTO 34paBe Ha
HeroBuTte Cb3gaTenu.

KaTo pe3ynTart, Tb/iMa OT HaMb/HO GpU3UYECKU
XeWTbPW, HAaXNYAN B peasHna CBAT OT
BMPTYa/IHOTO MPOCTPAHCTBO, HEeAHOKPaTHO
NOYTU NIMHYYBAT HaluuTe repou. Te ca
NOCTOAHHO NpebuBaHM Ha yanuaTa u

YecTo CMEHAT MECTOMMUTENCTBOTO CU - He
3apaam ynnaxa, a HanpoTKB, 3a Aa MmoraT 4a
npoAabaXKaT Aa paboTaT, 4a 4oBeAaT CBOATa
CbNpPOTUBA Ha 06LLECTBOTO A0 KPanHOCT.

Te ca cpef Hal-ApKMTE NPUMEPU Ha BUAEO
XYLOXKHULM U paanKanHu nbpdopmaHc
apTUCTM B CbBpeMeHHa Pycua. Te
Cb342aBaT KMHO CbHMULLA, UCTUHCKN NCKPEH
CloppeanM3bMm, HAaMBHA KyUbp CbMPOTUBA...
Te KMBEeAT B CBOA CbH M Npeasaarar Ha
BCUYKM }KeMaelm 1 Hexenaewm aa ro
BMAAT. W TAX He r1 nHTepecyBa fanu Lie ce
Xapeca TO3M CbH Ha HAKOTO, 3aLW0TO CbHAT
€ HeynpasAaeMo fAB/eHMe, OPU KOraTo cu
ce caMonpoBb3raacuA 3a Heros nyb6anyeH
reHepatop!

history of art - and perhaps that is why she
had been easily accepted and “certified” as
harmless curiosity that fits painlessly into its
place in pop culture.

But in the case of Black/Bogunov everything
is much more complicated. They intervene in
the public space, braking its taboos with their
naive films. They upload their production

to virtual communities that are far different
from the art house fan ones: namely, the
virtual habitats of their own parents. In other
words our heroes declare their existence
right in the middle of a crowd of violent
conservatives, who cannot accept “such
thing” under any circumstances, not even as
art, but at least as something that does not
question the sanity of its own creators.

As a result, a crowd of absolutely physically
present haters, who came into the real world
from the virtual, had almost lynched our
heroes not only once. They are constantly
beaten up on the street; they often change
their addresses, but not because of fear - just
the opposite - because they want to continue
working, to take their resistence to an end.

Black/Bogunov are among the brightest
examples of video artists and radical
performers in contemporary Russia. They
create cinema dreams, a real sincere
surrealism, nalve queer resistance... they live
their dream and suggest to everyone who
wants and who does not want to watch it.
They do not care if this dream will be liked
by someone, they merely edit it, because
this dream is a non-controllable event, even
if you have proclaimed yourself as its public
generator!
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LLIE CM CNOMHAT 3A HAC B BbJELLETO

Wckpa Bnaroesa (1978) 3aBbpluBa YHMBEPCUTETA NO
NPUNOXHN U3KYCTBa, BneHa, ABcTpua. 3aHMmaBa ce
OCHOBHO C KMBOMUC, HO Cb34aBa CbLUO M MHCTaNALWUMU
1 06eKTW. Peannsmpana e CamoCTOATENHU U TPYTOBK
n3n06m B AsCTpus, fepmanus, Cnosexus, Cbpbus

1 Bbarapusa. Hocuten e Ha Harpazga 3a XMBOMUC B
HaumoHaneH KOHKYpC 38 M1aAmn XyA0XKHULM, CKYANTOPK
M KpUTUUM Ha doHaauma ,,Cs. cB. Kupun u Metoamin”

1 B KOHKypCa 3a M1aau aBTopu Ha EBponeiicku

LEeHTbp 3a KynTypa u gebar ,FPAL” (Benrpaa). Cpep,
camocToaTenHuTe 1 n3noxbu ca ,,Cnep abbakata B
Tpesata”, ranepusa ,,Backa EmaHymnosa”, Codpua (2012);
,NEVER FOREVER”, Tanepua UCU, Codua (2015), ,EH
MNacaHT”, EceHHu canoHu, Mnosgme (2015). YyactBana
e Cblo U B U3noxbute ,Vienna Contemporary”

(2015); ,,Imago Mundi”, ®oHagauma ,4mHn”, BeHeuus
(2015), ,BHumaHue: npsacHa 60a”, Coduiicka rpaacka
XyfosecTBeHa ranepua (2015).

AnekcaHgbp lepruHos (1980) »kusee 1 pabotu B
Codwa, 3aBbpLUBA cneLManHocT moaa B HaumoHanHaTa
XY[0XeCTBeHa akagemusa, kbaeTto npes 2015 r.
3alMTaBa JOKTOPAT 33 UCTOPUATA Ha MOJHaTa
nntocTpauma 8 bbarapua. Tolh npenogasa moaa u
pa3suBa cobcTBeHa Mapka HAM&EGGS. CbLyeBpemeHHo
MMa 1 ApYrn XYAOXKECTBEHU U3ABU; Cb3/aBa Hali-Beye
PUCYHKM 1 }KMBoNUC, Kato mexagy 2008-2011 r. nokassa
YeTMpu CaMoCTOATENHN U310X6u B ranepus ,Muctonet”.
B3ema yyacTue B pas/siMyHu rpynosu n3noxom s

Codua, ABCTpuA, Yexua, cpes, KOUTO 3. MeXayHapoaHO
6u1eHane 3a Mnago nskycTeo B Mocksa (2012), KakTo

M nsnoxbara ,LLle cn cnomHAT 3a Hac B 6baeweTo” B
pamkuTe Ha Codua Kynbp dopym - CnagbK cbio3 2015,
ranepwvs ,Akagemus”, HXA (2015).

Hun6ap Mopew (Mcranbyn, 1977) nonyyasa
6aKanaBbpCKa CTeneH no cneLyanHocT XXUBOMUC

BbB DaKyNTETA NO U3ALLHU U3KYCTBA, YHUBEPCUTET
Mapmapa, UctaHbyn, cnen KoeTo 3aBbpLUBa
MmarucTpatypa no CneumnasHocT KMBOMUC U rpaduka

B AKagemuATa 3a U3ALLHKN U3KYCTBa, BueHa. Cpep,
3HauMMmMTE U310XK6M, B KouTo MNopew yyacTsa, ca 20-To
BueHane Ha Cuaxu, Octpos Kakaay, Asctpanusa (2016);
Mysent Cepansely, MopTo (2015); Konstmuseum,
Manmbo (2015); Artspace, OknaHg, (2015); SeMa
BueHane B Mediacity, Ceyn (2014); EVA MexayHapoaHo
6ueHane, lumepuk (2014); 31-to buerane 8 Cao
MNayno, bpasunua (2014); MAK, BueHa, Asctpus (2013);
MysenT Ha MoZepHOTO U3KycTBO B McTaHbyn (2011);
6-T0 BueHane B bepaunH (2010); Secession BueHa (2010);
11-to MesayHapogHo 6ueHane B Uctanbyn (2009);
KaKTo M MbTyBalLaTa usnoxba , Tactics of Invisibility”

B Thyssen-Bornemisza Art Contemporary, BueHa

(2010); Tanas, bepauH (2010-11) n B ARTER, UcTaHbyn
(2011). XyaoxKHMYKaTa e NocTaBsAaa CaMOCTOATENHU

THEY WILL REMEMBER US IN THE FUTURE

Iskra Blagoeva (1978) graduated from University of
Applied Arts, Vienna. She works mainly with painting but
also creates installations and objects. She has realized
solo and group exhibitions in Austria, Germany, Slovenia,
Serbia and Bulgaria. She has won the prize in painting

in the National contest for young artists sculptors and
critics by the St. St. Cyril and Methodius Foundation, and
in the contest for young authors by the European center
for culture and debate GRAD (Belgrade). Among her solo
exhibitions are: “After the Apple in the Grass”, Vaska
Emanouilova Gallery, Sofia (2012), NEVER FOREVER, ICA,
Sofia (2015), En Passant, Autumn Salons, Plovdiv (2015).
She has also participated in the exhibitions “Vienna
Contemporary” (2015); “Imago Mundi”, Cini Foundation,
Venice (2015), “Warning: Fresh Paint”, Sofia City Art
Gallery (2015).

Alexander Gerginov (1980) lives and works in Sofia.

He graduated in Fashion from the National Academy

of Art, where he defended a PhD thesis on the history
of fashion illustration in Bulgaria. He teaches fashion
and develops his own brand HAM&EGGS. Along with
that, he has other artistic participations; he creates
mostly drawings and paintings, and has had four solo
exhibitions shown in Pistolet Gallery, Sofia in the period
from 2008 to 2011. The artist has participated in various
group exhibitions in Bulgaria, Austria, Czech Republic,
such as the 3rd International Biennial for Young Art in
Moscow (2012) and the exhibition “They Will Remember
Us in the Future” within Sofia Queer Forum - Sweet
Union 2015, Academy Gallery, National Academy of Art
(2015).

Nilbar Giires (Istanbul, 1977) received a BA degree

in Painting from the Faculty of Fine Arts, Marmara
University, Istanbul, and then completed her MA
degree in Painting and Graphics from the Academy of
Fine Arts, Vienna. Some of the major exhibitions Gires
participated in are 20 Biennale of Sydney, Cockatoo
Island, Australia (2016); Serralves Museum, Porto
(2015); Malmo Konstmuseum (2015); Artspace Auckland
(2015); SeMa Biennale Mediacity, Seoul (2014); EVA
International Ireland’s Biennial, Limerick City (2014);
The 31st Bienal de Sdo Paulo (2014); MAK, Vienna
(2013); The Istanbul Museum of Modern Art (2011);

6t Berlin Biennial (2010); Secession Vienna (2010); 11t
International Istanbul Biennial (2009), and the touring
exhibition “Tactics of Invisibility” at Thyssen-Bornemisza
Art Contemporary, Vienna (2010); Tanas, Berlin (2010-
11) and at ARTER, Istanbul (2011). The artist’s solo
exhibitions include MQ, Vienna (2011); Kiinstlerhaus
Stuttgart (2011); Rampa, Istanbul (2011), Iniva,

London (2010-11); Rivington Place, London (2010) and
Salzburger Kunstverein, Salzburg (2009). She completed
a residencies at the Lutetia Building, FAAP’s Artistic
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n3nox6u 8 MQ, Buena (2011); Kiinstlerhaus,

LyTtrapT (2011); Rampa, UctaHbyn (2011), Iniva,
JNloHgoH (2010-11); Rivington Place, /ToHgoH (2010) n
Salzburger Kunstverein, 3anubypr (2009). YuyacTtsana

e B apTUCTUYHM pe3naeHumn B Lutetia Building, FAAP
Pe3naeHTHa nporpama 3a aptuctu, Cao Mayno npes
2014 r.; International Studio & Curatorial Program 8 Hio
Mopk c nogkpenata Ha aBCTPUIACKOTO NPaBUTENCTBO
npes 2012 r. Monyyasa Harpagata ,Xunge fonawmuna”
npes 2013 r., HarpagaTa ,,0to Mayep” npes 2014

r. n 5-To 3paHue Ha Harpajgara 3a u3kycrtso BC21
(Belvedere Contemporary) npes 2015 r. 8 ABCTpuS.
Hunb6ap lMopeLw xnsee n pabotn BbB BueHa n UctaHbyn.

Mannena Kocrosa (Codus, 1974) e
WHTEPAUCLMNAMHAPHA XYA0XKHUYKa, paboTu ¢ BUAEO,
nbpdopmaHc, dotorpadus n nHctanaumm. B pabotute
CU1 pasrnexaa Temu Kato reorpadus u KynTypHa
penpeseHTaums, cb3aBaHe U NpeM1UHaBaHe Ha
COLMOKYNTYPHU TPAHULIM U HENleKMUA NPOLLEC Ha NpeBos,
1 obulyBaHe. [laHWena yqacTsa B MeXAyHapoaHW
13N0XK6U, opraHnsmpanmu B: CIXT, Bbarapus u Religare
Art Gallery, Hio fenxu (2011), BueHane B AHTakus,
Typums n New Saxon Art Association, Jpe3geH (2010),
[bpKaBHUA LEHTpaseH My3elt No CbBpeMeHHa

nctopus Ha Pycus B Mocksa (2009), KK Projects, Hio
OpnunbHc, SlynusmaHa (2009), Estacion Indianilla Museum,
Mekcuko (2008), MAN Museum, Hyopo, UTanua

(2007), Kunsthalle Wien, BueHa (2005), Centre d’art
Contemporain, *eHesa (2004), Fondazione Sandretto Re
Rebaudengo, TopuHo (2004), Kunsthalle Fridericianum,
Kacen (2003), n ap. Ot 2000 go 2003 r. laHnena

e IMPEKTOPKa U KypaTopka Ha lanepua ,Upnaa”,

Codwus. Mpes 2000 r. TA Nnony4asa MexayHapoaHaTa
Harpaga 3a usKkyctso ,,OHyobpu” B Tupana. NMpes 2002

r. e u3bpaHa 3a pesnaeHTka no nporpamata ArtsLink
Residency ¢ npectoii B CIA, KnnenaHng, Oxaiio. Mpe3
2003 r. nony4aBa gMNAOMaHTCKa cTuneHama ot RPI,
PeHcenubp, Hio MopK, KbAeTo No-KbCHO Npenogasa
crnomaraTtesiHo AUruTanHo Busyanusmpane (Intermediate
Digital Imaging). OcBeH ToBa, [aHvena Kypupa

BioArt MHMUMATMBA - apTUCTUYHO-HAYY€eH NPOEKT Ha
dakynTteta no nskycrsa u LieHTbpa 3a GUoTexHoNOrMmU 1
WHTEpAUCUMNANHAPHKU n3cnegsanua B RPI. Mpes 2011 r.,
3aefHo cbe CTaHucnaBsa leopruesa cb3gasa Bulgariana
Artists in America (BAA), eaHa paspacTsalua ce
opraHu3auma Ha TeputopuaATta Ha CALLL. NoHacToAlem
[Oauuena usee 8 Hio Mopk 1 paboTh kaTo nanoxbeHa
AMPEKTOPKa Ha BAA 1 AMpeKTOpKa KypaToOpCKM NPOeKTH
B Radiator Gallery. Ta e u uneHka Ha 6opaa Ha CEC
Artslink.

Bukropua Jlomacko 3aBbpLuBa MOCKOBCKMUA AbpKaBeH
yHuBepcuTeT no neyat npes 2004 r. B cneymanHocTTa
rpaduka n obopmneHue Ha KHurata. B momeHTa
paboTu KaTo rpadpuyHa opopmuTenka c GoKyc Bbpxy
rpaduyHMA penopTax. TA NpaBu PUCYHKKU, OCHOBaBaLLU
ce Ha PyCcK1Te TPaAMULMK Ha JOKYMEHTANHOTO rpadpuyuHo
W3KYCTBO (KaKTO TO Ce NPaKTMKyBa No BPeMeTo Ha

Residence Program, Sro Paulo in 2014; International
Studio and Curatorial Program in New York supported
by the Austrian Government in 2012. She received

the Hilde Goldschmidt Prize in 2013, the Otto Mauer
Award of 2014 and 5% edition of the BC21 (Belvedere
Contemporary) Art Award 2015 in Austria. Nilbar Giires
lives and works in Vienna and Istanbul.

Daniela Kostova (Sofia, 1974) is an interdisciplinary
artist who works with video, performance, photography
and installation. Her work addresses issues of geography
and cultural representation, the production and crossing
of socio-cultural borders, and the uneasy process

of translation and communication. Daniela exhibits
internationally in places such as: Sofia City Gallery and
Religare Art Gallery, New Delhi (2011), Antakya Biennale,
Turkey and New Saxon Art Association, Dresden (2010),
The State Central Museum of Contemporary History of
Russia, Moscow (2009), KK Projects, New Orleans, Los
Angeles (2009), Estacion Indianilla Museum, Mexico
(2008), MAN Museum, Nuoro, Italy (2007), Kunsthalle
Wien, Vienna (2005), Centre d’art Contemporain,
Geneva, Switzerland (2004), Fondazione Sandretto Re
Rebaudengo, Torino (2004), Kunsthalle Fridericianum,
Kassel (2003), and others. Daniela was Director and
Curator of Irida Art Gallery in Sofia (2000-2003). In

2000 she received the International Art Award Onufri

in Tirana. In 2002 she was an ArtsLink Residency fellow
at the CIA, Cleveland, Ohio. In 2003 she was granted
with a Graduate Fellowship from the RPI, Rensselaer,

NY where she later taught Intermediate Digital Imaging.
In addition, Daniela curated the BioArt Initiative - art
and science project of the Arts Department and the
Center for Biotechnology and Interdisciplinary Studies
at RPI. In 2011 together with Stanislava Georgieva she
started Bulgariana Artists in America (BAA), a growing
organization on the territory of the US. Daniela currently
lives in NYC and works as Exhibition Director of BAA and
Director of Curatorial Projects at Radiator Gallery. She is
also a board member of CEC Artslink.

Victoria Lomasko graduated from Moscow State
University of Printing Arts in 2003, with a degree

in graphic art and book design. She now works as

a graphic artist with a focus on graphic reportage.
Drawing on Russian traditions of documentary graphic
art (as practiced during the Siege of Leningrad, in the
Gulag, and within the military), Lomasko explores
contemporary Russian society, especially the inner
workings of the country’s diverse subcultures, such as
Russian Orthodox believers, LGBTI activists, migrant
workers, sex workers, and collective farm workers in
the provinces. Her work has appeared in mainstream
print publications in Russia and abroad, and exhibitions
in Russia and throughout Europe. She has collaborated
extensively with various non-profit human rights
organizations on creating materials for publication and
taught workshops in places of incarceration. Finally,
she is the co-curator of two long-term art and activism
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obcapata Ha JleHuHrpag, 8 fynar u npu BOeHHUTE),

1 TaKa U3cnefBa CbBPEMEHHOTO PyCcKo 06LLecTBo,
0c06EHO BBTPELLUHWTE NPOLLECH B Pas/IMyHUTE
CyBKyNTypM Ha CTpaHaTa KaTo PyCKMUTe NpaBoOCaBHU
BApBawy, JIFBTU akTUBUCTU, pabBOTHULM MUTPAHTH,
CeKc paboTHMLM 1 PabOTHULM B KONEKTUBHU depmu
13 NpoBMHUMATA. HeliHn paboTu ca nybanKyBaHu B
LIMPOKMSA neyat v nybamkauum B Pycusa n yyxbuHa

1 yyacTBa B U3N106M B Pycua u 3 uana Espona.
CbTPYAHMUYM C1 OTBIM30 C Pa3IMYHK HEMNPaBUTENCTBEHN
opraHu3aumm 3a YOBELLKM Npasa Npu Cb3AaBaHe Ha
maTtepuanu 3a nybamkaumm n Boau paboTuaHULM B
MecTa 3a MwasaHe ot ceoboaa. OcBeH ToBa T4 € U
CbKypaTopKa Ha ABa Ab/IrOCPOYHU Xy0XKeCTBEHU

M aKTUBUCTKM NpoekTa: Hapucysait cbaa (cbe 3nata
MoHnpoBcKa)  PemuHUCTKM MouB (¢ Hagsa MayHraH).

Kapnoc Mota e MynTuaMCUMNAMHAPEH XYLOXKHWK, YNETO
TBOPYECTBO Yepnu OT MONUTUYECKaTa UCTOPUA B ONUT Aa
Cb3asa KOHTPaHapaTMBK, Pa3no3HaBallLy MOTUCHATH
MCTOPUK, OBLLHOCTU U MAEHTUYHOCTU. PaboTuTe

My Ce OT/IM4aBaT C aHTAXKMPAHOCT KbM UCTOPUUTE

Ha Kyubp KyATypaTa v akTUBM3Ma M OTCTOABAHE Ha
nosuumATa, Ye NOAUTUKUTE OCHOBAHM Ha Nona u
[XKEHObP PONUTE NPELCTaBNABAT Bb3MOXKHOCT A3 ce
dopmynupat onpeaeneHn No3nLMK cpeLly coumanHata
M NonuTMYecKa Hecnpasegansoct. Pabotute Ha Mota
ca NPeACTaBAHM B MEXAYHapoaeH Mallab B mecTa KaTo
TeWT MoabpH, JlToHaoH; The New Museum, MysesT
lyreHxaim v MoMA/PS1 LleHTbp 3a CbBpeMeHHO
M3KycTBO, Hio MOpK; MHCTUTYT 3a CbBpeMeHHo
n3kyctso, Punagendua; Museo de Arte del Banco de
la Republica, borota; Myseit Cepansel, MopTo; My3ei
3a CbBpeMeHHO M3KycTBo, bapcenoHa; HaunoHaneH
My3ell 32 CbBPeMeHHO M3KycTBo, ATuHa; Castello

di Rivoli, TopnHo; Myseli Ha uskycreata CCS Bard
Hessel, Annandale-on-Hudson; UHCTUTYT no n3kycTea
Ha CaH ®paHuucko; Hebbel am Ufer, BepauH; Witte

de With, Potepaam; Sala de Arte Publico Siqueiros,
MEKCMKO CUTU, U MHOTO APYrv O6LLECTBEHM, YAaCTHU 1
HEe3aBUCUMM XY 0KECTBEHM NPOCTPAHCTBA NO Leana
cBAT. Roda Sten Konsthall 8 lboTebopr npeactasu
nsnoxba-npernes Ha TBopyecTBoTo Ha Kapnoc

Morta npe3 2015 r. NMpe3 2016 r., camocToATeNHUTE

My 1306w BKAtouBar: , Histories of the Future”,
My3seit Ha u3kycTaTta Nepec (PAMM), Masmu;
,REQUIEM”, MALBA - My3ei1 Ha N1aTUHOaMEePUKaHCKOTO
13KycTBO B byeHoc Aiipec; ,,Beloved Martina”, Mercer
Union, TopoHTo; ,Deviations”, PPOW Gallery, Hio Mopk;
KaKTo M nbpdpopmbHca ,Mondo Invertito” 8 Tenuta
dello Scompiglio, BopHo. MoTa yyacTsa v B Incerteza
Viva: 32-to bueHane 8 Cao lMayno npes 2016 r. Haii-
HOBUAT My Guam Deseos e npeacTaBeH NpemnepHo Ha
MexayHapoaHOTO bueHane 3a CbBPEMEHHO U3KYCTBO
B lboTebopr npes centemBpu 2015 r. 1 oTTOraBa e
NPOXKEKTUpPaH Ha MexayHapoaHus uamos dectmsan
B PoTtepaam v Ha apyrv dpectusanu. Mpes 2015 r.

Morta B3ema yyacTtve B rpynosu usnoxou s Migros
Museum, Litopux, Les Rencontres Internationales,

projects: Drawing the Court (with Zlata Ponirovska) and
The Feminist Pencil (with Nadia Plungian).

Carlos Motta is a multi-disciplinary artist whose work
draws upon political history in an attempt to create
counter narratives that recognize suppressed histories,
communities, and identities. His work is known for its
engagement with histories of queer culture and activism
and for its insistence that the politics of sex and gender
represent an opportunity to articulate definite positions
against social and political injustice. Motta’s work has
been presented internationally in venues such as Tate
Modern, London; The New Museum, The Guggenheim
Museum and MoMA/PS1 Contemporary Art Center,
New York; Institute of Contemporary Art, Philadelphia;
Museo de Arte del Banco de la Republica, Bogots;
Museu Serralves, Porto; Museu d’Art Contemporani

de Barcelona; National Museum of Contemporary

Art, Athens; Castello di Rivoli, Turin; CCS Bard Hessel
Museum of Art, Annandale-on-Hudson; San Francisco
Art Institute; Hebbel am Ufer, Berlin; Witte de With,
Rotterdam; Sala de Arte Publico Siqueiros, Mexico

City; and many other public, private and independent
spaces throughout the world. Réda Sten Konsthall,
Gothenburg presented a survey exhibition of Carlos
Motta’s work in 2015. In 2016 his solo exhibitions
include: Histories of the Future, Pérez Art Museum
(PAMM), Miami; REQUIEM, MALBA - Museo de

Arte Latinoamericano de Buenos Aires; Beloved
Martina, Mercer Union, Toronto; Deviations, PPOW
Gallery, New York; and the performance Mondo
Invertito at Tenuta dello Scompiglio, Vorno. Motta

also participated in Incerteza Viva: 32nd Bienal de Sdo
Paulo in 2016. Motta’s most recent film Deseos, which
was commissioned by the Council of, andpremiered

at the Gothenburg International Biennial of
Contemporary Art in September 2015 and has since
screened at International Film Festival Rotterdam and
other festivals. In 2015 Motta participated in group
exhibitions at Migros Museum, Ziirich, Les Rencontres
Internationales, Berlin, MDE15 - Encuentro Internacional
de Arte de Medellin 5 and 10*" Thessaloniki Biennale of
Contemporary Art. In 2014 his work was also included
in Under the Sun: Art from Latin America Today at
Guggenheim Museum, New York and in the 10
Gwangju Biennale. Motta’s work has been recently
reviewed in The New York Times, Artforum,
Hyperallergic, BOMB Magazine, Arte al Dia and other
magazines and publications. In 2014 Motta won the
Main Prize form the Future Generation Art Prize of the
PinchukArtCentre. He has recently delivered talks and
presentations at MoMA, Artists Space, New Museum,
Frieze New York and Museo Jumex. In 2014 he delivered
a keynote presentation during SF MoMA’s Visual
Activism symposium in San Francisco. Motta guest
edited the e-flux journal April 2013 issue (im)practical
(im)possibilities on contemporary queer art and culture.
Motta is a graduate of the Whitney Independent Study
Program (2006), was named a Guggenheim Foundation
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BepavH, MDE15 - Encuentro Internacional de Arte

de Medellin 5 1 10-To BueHane Ha CbBpeMeHHOTO
n3KycTeo B ConyH. Mpes 2014 r. Herosu TBOp6M ca
BK/IIOYEHU B ,,[104 CIBHLETO: M3KYCTBO OT ChbBPEMEHHA
JNatnHcka Amepuka” (,Under the Sun: Art from Latin
America Today“) 8 Myses lyrenxaiim, Hio Mopk, u

B 10-To 6ueHane B [yaHaKy. HeoTaasHa peueH3snm
BbpXy pabotu Ha Morta ca ny6imKyBaHu B The New
York Times, Artforum, Hyperallergic, BOMB Magazine,
Arte al Dia v B gpyru cnucanuna u usganus. MNpes 2014
r. MoTa cTaBa HocuTen Ha MaBHaTa Harpaga Ha Future
Generation Art Prize, BpbuBaHa ot PinchukArtCentre. B
nocnefHo Bpeme nNposexaa beceau v npeseHTaLum B
MoMA, Artists Space, New Museum, Frieze New York
8 Hio Mopk v B Museo Jumex. Mpe3 2014 r. usHaca
nporpamHa npeseHTauus B paMK1Te Ha CUMMNO3Nyma
SF MoMA’s Visual Activism B CaH ®paHuucko. MoTa

e rocT-pesakrtop Ha e-flux journal 3a 6pos ot anpun
2013 r. (im)practical (im)possibilities/(He)npakmuyHu
(He)8b3MOo}HOCMU MO BbMNPOCUTE Ha CbBPEMEHHOTO
KyWbp M3KYCTBO M KyATypa. MoTa e 3aBbplunn
Whitney Independent Study Program (2006), uneH

e Ha ®oHpauma ,TyreHxarim” (2008), 1 e nonyyasan
ctuneHaum ot Art Matters (2008), NYSCA (2010),
Creative Capital Foundation v Kindle Project (2012).
YneH e Ha NnpenofasaTenckus cberas B Parsons The New
School of Design.

Kapon Paguwescku (1980) skusee v paboTu BbB
Bapuwasa, Monlwa, KbAeTo NoNy4yaBa MarucTbpckaTa

cu cTeneH oT AKaZleMUATa Mo MU3ALLHKU U3KYCTBA

npes 2004 r. Toit paboTu ¢ punam, botorpadus,
MHCTaNaUmMM 1 Cb34aBa MHTEPAUCLUNIMHAPHW NPOEKTH.
MeToponorusaTa My, KOATO ce OCHOBaBa Ha paborTa ¢
apXMBU, CbYETaBa MHOMKECTBO KYNTYPHU, UCTOPUYECKM,
PENUTMO3HM, COLMANHU U A)KeHABP U3TOYHMLM. OT
2005 r. e uspaTen u raseH pefakTop Ha DIK Fagazine
(www.dikfagazine.com). OcHoBaTen e Ha Queer Archives
Institute (www.queerarchivesinstitute.org). Pabotata my
e npeacTaBaHa B MHCTUTYLMM KaTo HaumoHaneH mysen,
Myselt 3a cbBpeMeHHO M3KycTBO, HaunoHanHa ranepus
3a U3KyCTBO ,,3axeTa”, Bapwasga; Kunsthalle, BueHa;
New Museum, Hio Mopk; VideoBrasil, Cao Mayno;

Cobra Museum, Amctepaam; CbBpeMeHHMs My3eit

BbB Bpousias; Ludwig Museum 8 byganewa u Muzeum
Sztuki B /loa3. YyacTBan e B HAKOJIKO MeXAYHAaPOAHU
6ueHanera skatoumMTenHo PERFORMA 13, Hio l7lop|<; 7-t0
BueHane Ha MboTebopr; 4-To Mpaxkko bueHane n 15-1o
BueHane 3a meguitHo nskyctso WRO.

MoaHHa PaiikoBcKa (1968) suBee v paboTu B JIOHAOH,
Benukobputanusa n Hosorpog, Monwa. B ceonte paboTtn
T U3nonsea obektun, dpuamu, dotorpadun, HCTanauum,
eduMMepHM AeiCTBUA U Pa3HOPOAHM Hamecu. ABTOpKaTa
Cb3/iaBa apXUTEKTYPHU NPOEKTU, FEONOXKKN daHTasnm,
PA3KOMKK, NOABOAHWN CKYNANTYPU U edUMEPHUN AeNCTBUA.
He BCcMUKM ca peanusnpaHm, HO YecTo AeincTBaT Kato
KONEKTUBHM yTOnNuU. MNoBeyeTo oT paboTuTte i ce
C/ly4BaT, CbLUECTBYBAT U OCTapABaT B Ny6AUYHOTO

Fellow (2008), and received grants from Art Matters
(2008), NYSCA (2010), Creative Capital Foundation and
the Kindle Project (2012). He is part of the faculty at
Parsons The New School of Design.

Karol Radziszewski (1980) lives and works in Warsaw
(Poland) where he received his MFA from the Academy
of Fine Arts in 2004. He works with film, photography,
installations and creates interdisciplinary projects. His
archive-based methodology crosses multiple cultural,
historical, religious, social and gender references.
Since 2005 he is publisher and editor-in-chief of DIK
Fagazine (www.dikfagazine.com). He is the founder of
Queer Archives Institute (www.queerarchivesinstitute.
org). His work has been presented in institutions such
as the National Museum, Museum of Modern Art,
Zacheta National Gallery of Art, Warsaw; Kunsthalle
Wien, Vienna; New Museum, New York; VideoBrasil,
S&o Paulo; Cobra Museum, Amsterdam; Wroclaw
Contemporary Museum, Ludwig Museum in Budapest
and Muzeum Sztuki in Lodz. He has participated in
several international biennales including PERFORMA 13,
New York; 7" Gothenburg Biennial; 4" Prague Biennial
and 15" WRO Media Art Biennale.
www.karolradziszewski.com

Joanna Rajkowska (1968) is an artist based and working
from London, UK and Nowogrdd, Poland.

In her work she uses objects, films, photography,
installations, ephemeral actions, and interferences

of various kinds. She produces objects, architectural
projects, geological fantasies, excavation sites and
underwater sculptures. Not all are realized, but they
often work as collective utopias. Most of her works
happen, live and age in the public space. Thus, their
matter consists of all entities involved as well as their
relations, including organic and inorganic beings. She
critically engages with the legacy, politics and aesthetics
of land art and employs the strategy of unfamiliarity
as a political tool. De-familiarizing, de-humanizing and
relating are her operating devices. She is interested in
limitations of human activities, multiplicity of agencies
and human and non-human relations. Her artwork has
been presented in the UK, Germany, Poland, France,
Switzerland, Brazil, Sweden, USA, Bulgaria, Palestine,
India, Japan and Turkey, among others.
www.rajkowska.com/en/bio/213

Jaanus Samma is a visual artist from Estonia. His body
of work includes photos, installations and videos with
topics that have been grounded in the study of urban
space and the subjective experiences of it. Recently
his interests have moved towards gender studies
investigating into the representation of male sexuality
and ways of portraying this by artistic means. Samma
is currently participating in the Estonian Academy of
Arts’ doctoral program of fine arts. His topic for artistic
research is mapping gay narratives in Soviet Estonia. His
PhD combines fieldwork with interviews and archive
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NPOCTPaHCTBO. M0 TO3M HauWH, Te BKOYBAT B cebe

CM BCUYKM y4aCTBaALLM IMLA U B3aMMOOTHOLLIEHUATA
NOMEX Y UM, BKNHOUNTENTHO OPraHUYHN N HEOPraHUYHN
cblyecTsa. Pasrexaa KpUTMYHo npobnematunkarta

Ha HacneaCcTBOTO, MONIUTUKATA M eCTeTUKaTa Ha
NeHfapTa M U3N0a3Ba cTpaTernaTa Ha He3ano3HaTocT
KaTo NONINTUYECKN MHCTPYMEHT. CAy»KM CU € NOXBaATH
KaTo AMCTaHUMpPaHe, AeXyMaHMU3aLUmA U OTHYXKAeHMeE.
WHTepecyBa ce OT orpaHMYeHUATa BbPXY YOBELIKUTE
AEeNHOCTU, MHOTO0bpasneTo OT NPeaCTaBUTeNCTBA U OT
YOBELIKNTE M HEYOBELLKM B3aMMOOTHOLEHMA. HelHun
npou3BeAeHUn ca NpeacTaBaHM BbB BennkobputaHus,
lepmanus, Monwa, PpaHums, Lseliuapwua, bpasuaums,
Weeuwna, CALL, bbarapua, NanectnHa, MHaMA, AnoHwua,
Typuma v Apyrv CTpaHu.
www.rajkowska.com/en/bio/213

fIHyc Cama e xyf0XKHUK OoT ECToHUA. PaboTaTa my
BK/OYBa poTorpadum, MHCTaNaLum u Buaea no

TeMM, NOYUBALLM Ha U3CNeBaHETO Ha rPajCcKoTo
NPOCTPAHCTBO U CYBEKTUBHOTO MY NpPEXKMBABAHE.

B nocnegHo Bpeme nHTEpecuTe My ce NpuABUNKBaT

KbM AXEHAbP M3CaeABaHUATA KaTo Npoyysa
penpeseHTaLMATTa Ha MbXKKaTa CEKCYanHOCT U HEMHOTO
1306pasfBaHe C Xy[OKECTBEHW CPeACcTBa. B MomeHTa
Cama y4yacTBa B JOKTOPCKaTa Nporpama no MsALHM
n3KycTBa B ECTOHCKaTa akajemua Ha n3KycTsaTa.
HeroBaTta Tema Ha Xy0eCcTBeHO uscneasaHe e
KapTorpadupaHeTo Ha reii HapaTUBYK B CbBETCKA
EcToHMA. [IOKTOPaTLT My CbyeTaBa TepPeHHO u3cneasaHe
C MHTEePBIOTa M apXMBHa paboTa, HO U NO-CY6EeKTUBHM U
XYA,0XeCTBEHM pe3ynTaTh OCHOBaBaLLW Ce Ha HerosuTe
3akntodeHus. Mpes 2013 r. Cama neyenu HarpagaTa
,Kbonep”, ocHoBHaTa Harpaja 3a CbBpeMEHHO W3KYCTBO
B EctoHuA. Mpe3 2015 r. Cama npeacrasa EctoHna Ha
56-ToTO BeHeumaHcKo bueHane.

PapgoctuH CepeBues (1988) skusee v pabotn B Codus.
Mpes 2014 r. 3aBbpluBa cneymanHoct ,,CteHonmc”

B HauMoHanHaTa Xy4oKecTBeHa akaileMus, KbAeTo

B MOMEHTa NpaBu AOKTOPaHTypa. YyacTsan e BbB
dectnsanute Nefest (Codun, 2013, 2014) n BogHa
Kyna (Codus - MepHuk, 2015). Mpes 2014 r. nony4yasa
pe3sunaeHumsa B Cite international des artes, Mapwx,
PpaHumA.

flceH 3rypoBcKM e poaeH B rpag Ny6kuH, Pycus

npe3 1974 r. 3aBbpLUBa aHMMALMOHHA PeXncypa B

HoB 6bsrapcku yHuBepcuTeT. HecTaHAApTHUAT My
TBOPYECKM NOYEPK U AM3aiHEPCKM pelueHnsa dopmupat
BMeyaTnABall, Kpbr oT nountatenn. Onpegena ctuna

CU KaTo NcuxeAeNnyeH non apT, HOBAa POMaHTHKa U
Kyubp Tpaw. Pa3BmBa ce KaTo MyNTMAPTUCT, KOWTO
€KCNePUMEHTUPA C BUAEO, MY3UKA, MHCTANALMA,
nbpPOpPMaHC, UNKCTPALMA, KONax, An3aiiH. Mma ceaem
CaMOCTOATE/IHU U3NOXKOM, KAaKTO U peauLa y4acTus B
CbBMECTHM XYA0KEeCTBEHM NPOEKTU Y HAC U B HYyKOUHA,
cpepg kouto ,,0Out Is In”, Red Bull Space, Hio VIopK, CALL,;
,,Ars Homo Erotica”, HaunoHaneH my3ei, Baplasa,

research, but also more subjective and artistic output
based on the findings. In 2013 Samma won the Kéler
Prize, the main contemporary art prize in Estonia. In
2015 Samma represented Estonia at the 56 Venice
Biennial.

Radostin Sedevchev (1988) lives and works in Sofia. In
2014 he graduated in Mural Painting from the National
Academy of Art where he is currently doing his PhD. He
had participated in Nefest Festival (Sofia, 2013, 2014)
and in Water Tower Fest (Sofia - Pernik, 2015). In 2014
he became an artist-in-residence at Cite international
des artes, Paris, France.

Yasen Zgurovski was born in 1974 in the city of Gubkin,
Russia. He graduated from the New Bulgarian University
in cartoon cinema. His non-standard creative signature
and design solutions have formed an impressive

circle of followers. He defines his style as psychedelic
pop art, new romanticism and queer trash. Yasen is
developing as a multi-artist experimenting with video,
music, installation, performance, illustration, collage,
and design. He has seven solo exhibitions and has
participated in numerous art projects in Bulgaria and
abroad, among which are “Out Is In”, Red Bull Space,
NYC; “Ars Homo Erotica”, National Museum, Warsaw;
“Eurasia Art Express Project”, MBC, Daejon, South
Korea; “My Name Is Artist”, Art Center Hugo Voeten,
Belgium; “10x5x3”, Union of Bulgarian Artists, Sofia;
“Changes Choices Chances”, National Palace of Culture,
Sofia; “Idea for Home/Love”, Rayko Aleksiev Gallery,
Sofia; “Masters Remastered”, Goethe Institute, Sofia,
Sofia Queer Forum, SAMCA, Sofia and others. His
illustrations have been published in leading editions
such as Free Medium (Australia), The Sound of Drowning
(UK), reFRESH Magazine (UK), Daydream (UK), Tattoo
Dimension (lItaly), Pop Psychedelic (Singapore), Kitchy
Koo! (Canada), Museum of Wonders (Italy), Queer Trash
(USA) and many others.

QUEER BOX

Venelin Shurelov (1977) is an assistant professor at the
National Academy of Art, Sofia where he also graduated
in Stage Design. He is co-founder and professor at the
MA program “Digital Arts” at the National Academy of
Art; co-founder, part of curatorial team and technical
organizer of DA Fest - International Digital Art Festival
(2009-). He is also founder of Subhuman Theatre (2004-
) and the art group Via Pontica (2002-2005). Venelin
Shurelov is the author of various interactive installations
and performances, some of which are “Drawing
Machine” (2005), “Fantomat” (2008), “Orthoman”
(2009) “Tabula Rasa” (2010), “Shooting Gallery” (2012
), “Rotor” (2016). In 2011 he realized the cyber lecture
“Man Ex Machina”, and in 2016 realize a performance
installation “Post-Everything”, as a guest lecturer at
Towson University, USA. His projects are multifaceted

131



Monwa; ,Eurasia Art Express Project”, MBC, laeaoH,
lOxkHa Kopes; ,,My Name Is Artist”, Art Center Hugo
Voeten, benrus; ,10x5x3”, CBX, Codus; ,Changes
Choices Chances”, HOK, Codus; ,|dea for Home/
Love”, Tanepus ,Paliko Anekcunes”, Codus; ,,Masters
Remastered”, lbote UHcTuTYT, Codus, Sofia Queer
Forum, CAMCH, Codus u ap. Herosu nntoctpaumm ca
ny6AnKyBaHW BbB BOAELLM U3aaHMA KaTo Free Medium
(ABcTtpanus), The Sound of Drowning (BenvkobputaHus),
reFRESH Magazine (BenvkobpuTanus), Daydream
(BenukobpwuTanua), Tattoo Dimension (Utanus), Pop
Psychedelic (Cunranyp), Kitchy Koo! (KaHaga), Museum
of Wonders (Utanus), Queer Trash (CALL) n mHoro
Apyrn.

KYUDBP KYTUA

BeHenuH Wypenos (1977) e goueHT B HaumoHanHata
XyAoxecTBeHa akagemusa, Codus, KbAeTo e 3aBbpLUmnA
cueHorpaduma. CbocHoBaTen 1 npenogasaTten B
MarucTbpcka nporpama ,, Aurutanym uskycrea”, HXA
(2008-); cbocHOBaTes, 4acT OT KyPaTOPCKMUA eKunn 1
TexXHUYecKn opraHmsaTop Ha DA Fest - MexayHapogeH
decTtmBan 3a gurntanHo nskycrso (2009-). OcHosaTten
Ha Subhuman Teatbp (2004) u apT rpyna ,,Bua MoHTMKa”
(2002-2005). BeHenuH LLlypenos e aBTop Ha pas/iMuHu
MHTEPAKTUBHM MHCTanauum/mbpbopmaHcu, HAKou ot
KowuTo ca ,MalumnHa 3a pucyHku” (2005), ,Fantomat”
(2008), ,,Orthoman” (2009), , Tabula Rasa” (2010),
,CTpenbuwe” (2012), “Potop” (2016) - npeacTaBeH

B Apc EnekTpoHuKa ueHTbp, /InHy,. Mpes 2011 r.
peanusupa knbep nekumaTa ,,Man Ex Machina”, a

npes 2016 r. nocTas NbpPOPMaHC MHCTaNALMATA
,Post-Everything”, KaTo rocT-nekTop B yHuBepcuTeta
TaycbH, CALL,. HeroBute NnpoeKkTv ca MHOroobpasHu

W BK/IIOYBAT PUCYHKA, MHTEPAKTUBHA MHCTANALMA

1 NbpPOPMaHC, AUrUTANHN TEXHONOTUN, BUAEO U
Xy[o¥KecTBeHa Teopus. Tolt Mma pegmua cueHorpadpcku
NPOEKTU, CAMOCTOATENHM U3N0XKOM 1 06K U310XK6M,
KaKTO M y4acTna BbB dpectnsanu B bvarapusa, EBpona u
CALLL. HarpaxaaBaH e MHOrOKpaTHO 3a paboTtaTa cu B
obnacTTa Ha TeaTbpa U CbBPEMEHHOTO U3KYCTBO. Kusee
v pabotu 8 Codus.

www.subhumantheatre.com

AHren YobaHos (1983) uBee 1 pabotu B JIOHAOH.
M3yyaBan e 6akanaBbpCKUTE CNELMANHOCTU aKTbOPCTBO
3a KyKNeH TeaTbp B HAT®U3 n KynTypHO-UCTOPUYECKO
HacneacTteoo B YHUBUT. Mpes 2014 r. 3aBbpLuBa
marvcrpatypa ,,Aurutanym nskycrea” 8 HXA. YobaHos
doKycmpa paboTaTa cu BbpXY COLMAIHOTO U3KYCTBO,
TbPCeNKM HauMHM 3a CnpaBsHe C Pa3MyHM Npobaemu B
obuecTsoTo. Toi BAPBA, Ye TOBA € HAYMHBT ETHUYECKH,
PeNUrMo3HKU, PacoBm, MONOBU W APYTY PA3ANYMA Aa
6baaT NpeoaoneHu.

MapTtuH MNeHes (1985) kusee n pabotu B Codus.
Mpe3 2009 r. nony4yasa MarncTbpCcKa cTeneH no

and include paintings, interactive installations and
performance, digital technologies, video and art theory.
He has a number of stage design projects, individual
and group exhibitions and participations in numerous
festivals in Bulgaria, Europe and the United States.
Awarded many times for his work in theater and
contemporary art. Lives and works in Sofia.
www.subhumantheatre.com

Angel Chobanov (1983) lives and works in London. He
studied the BA programmes Acting for Puppet Theatre
at the National Academy for Theatre and Film Arts and
Cultural and Historical Heritage in the State University of
Library Studies and Information Technologies, Sofia. In
2014 he graduated from the MA programme Digital Arts
in National Academy of Art. Chobanov focuses his work
into the field of social art, looking for ways to deal with
various problems in society. He believes that this is how
ethnic, religious, racial, gender and other differences can
be understood and overcome.

Martin Penev (1985) is a Sofia based visual artist. In
20009 he received his MA degree in Theology at Sofia
University “St. Kliment Ohridski” and in 2012 a MA
degree in Digital Arts at the National Academy of Art,
Sofia. Since 2010 he has been participating in group and
individual projects in a number of festivals and events in
Bulgaria and abroad, including the international digital
arts festival DA Fest, 2011, the International theatre
festival Varna Summer, 2012, ACT - Independent theater
festival, 2012, Sofia Dance Week, 2013 and One Dance
Week, 2014, Antistatic, 2014, the International festival of
contemporary performing arts Off Europa, 2014, Leipzig
and Dresden, Dance Fest Skopje, 2015, International
performance art festival Sofia Underground, 2016.

LECTURERS

Syrago Tsiara was born in Larissa in 1968. Since 2007
she has been the director of the Thessaloniki Center

of Contemporary Art, and was previously working as

a curator at the State Museum of Contemporary Art.
Together with Bisi Silva and Gabriela Salgado, she
curated the 2™ Thessaloniki Biennale “Praxis: Art in
Times of Uncertainty” in 2009. She has been responsible
for staging numerous exhibitions, among which are
“Masquerades. Femininity, Masculinity and Other
Certainties”, “Genius Seculi. Despina Meimaroglou,
Deimantas Narkevicius, Leda Papaconstantinou®, “In
the Name Of” (honoured artist at the 1st Thessaloniki
Biennale), and “Public Screen”. During the same period,
she was teaching at the University of Thessaly (2004-
2008) on art in public space, the avant-garde and
modernism in Europe, Greek art (19 and 20" century),
and contemporary art theory and methodology. She
completed her studies in History and Archaeology at the
Aristotle University of Thessaloniki and continued with
a MA degree in Social History of Art at the University of
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cneumanHoct Teonorus 8 Codpuinckm yHnsepcutet

,CB. KnumeHT Oxpuackun”, a npes 2012 r. nonyyasa
MarncTbpcKa cTeneH no cneumanHoct ,Aurutantm
M3KycTBa” B HaumoHanHa XyLoKecTBeHa akagemus.
Ot 2010 r. yyacTsa C rpynoBu 1 CaMOCTOATENHU
NpoekT B peamua Gectusanu n cbbutua B barapus un
YykbMHa, cpes, KOUTO ca MeXAyHapoaHUAT decTmuBan 3a
ourutanim nskyctea DA Fest, 2011, meayHapoaAHUAT
TeaTtpaneH dectmsan BapHeHcko naTo, 2012, ACT -
dectmBan 3a cBobogeH TeaTwvp, 2012, Sofia Dance
Week, 2013 n One Dance Week, 2014, AHTUCTaTUK,
2014, mexxayHapoaHUAT GpecTnBan 38 CbBPEMEHHM
M3nbaHUTENCKM U3KycTea Off Europa, 2014, Jlainuur n
[Ope3saeH, TaHy, dect, Ckonue, 2015, meKayHapOAHUAT
dectmBan Ha nbpdopmanca Sofia Underground, 2016.

JIEKTOPU

Cuparo Linapa e pogeHa B rp. Jlapuca npe3 1968 r.

OT 2007 r. e AMpeKTopKa Ha LleHTbpa 3a cbBpemeHHO
n3KycTBO B CONYH, a Npeay ToBa paboTu KaTo KypaTopka
B [Ibp)KaBHUA My3eli 332 CbBPEMEHHO U3KYCTBO. 3aeAHO
¢ bucn Cunea n fabpuena Canrago T4 Kypupa 2-1o
BueHane Ha ConyH ,MpakTuKa: U3KYCTBO BbB Bpeme Ha
HecurypHocT” npes 2009 r. Mog, HeliHO PbKOBOACTBO

ca nocTaBAHN MHOTO6POMHM M3N0K6U, Cpes KOUTOo:
,Mackapagu. KeHCTBEHOCT, MbXKeCTBEHOCT U Apyru
onpeaeneHoctn”, ,,Genius Seculi. flecnnuHa Meiimapony,
[LeimanTac Hapkesuuunyc, Jleaa ManakoHCTaHTUHY”,
,OT UmeTo Ha” (NnoyeTeH TBopeL, Ha 1-Bo bueHane B
ConyH), u ,,Public Screen”. Mpes cblmsa T03M nepmos,

TA Npenogasa B YHuBepcuTeTa B Tecanus (2004-2008)
M3KYCTBO B MYGNMYHOTO NPOCTPAHCTBO, aBaHraps, u
mozepHU3bMm B EBpona, rpbLKo M3KycTso (19 u 20 Bek),
Teopua 1 MeToA0/0rMA Ha CbBPEMEHHOTO U3KYCTBO.
3aBbplumnaa e uctopua n apxeonorna 8 ConyHckua
yHuBepcuteT ,,Apuctoten”, cnep KoeTo e 3aBbpLumnia
MarucTpaTtypa no coupmanHa MCTOPUA Ha U3KYCTBOTO B
YHusepcuTeTa J/lunac. iceprauumnTa i 3a LOKTOPCKa
cTerneH e BbpXy U3KYCTBO B MyH6ANYHOTO NPOCTPAHCTBO 1
dbopmupaHe Ha HaLMOHaNHA UAEHTUYHOCT U NameT.

BosaH MaHues (Codus, 1970) e dunocod v KynTypeH
TeopeTuK. [JoUueHT KbM genapTaMmeHT “U3KycTBO3HaHMe
M ucTopus Ha KynTtypata” Ha HBY, kbaeTo npenogasa
dunocodua n Teopua Ha U3KYCTBOTO U KYNTypaTa;
roct-npodecop B bepAnHCKUA yHUBepcUTeT 3a
M3KycTBa, B Copuiickun yHusepcutet ,,CB. KaumeHT
OxpuAackn” n YHusepcuTeta XonnHC (Bupaskunma/
®paHkdypT). AMpPEKTOP Ha Nporpama 1 BULENpPe3naeHT
Ha MexayHapoaHua dunocodcku Konex B Mapux
(2004-2010). BosH MaHueB e aBTOp Ha LIeCT KHUTU U
Hag, CTO CTYAUU U CTaTuK, NYBANKYBAHU Ha 6bArapcKy,
PEHCKM, aHIIUIACKKU, HEMCKM, UTANIMAHCKKU, UCNAHCKK,
NOPTYrascKu, AMNOHCKU, KUTAMCKK, PYCKK, LUBEACKH,
CcpbOCKK, CNOBEHCKM U Apyru eavuu. Nybaunkysan e

Ha GpeHCKM e3uK KHurute L'altération du monde.

Pour une esthétique radicale (Paris: Lignes, 2009)

Leeds. Her PhD dissertation was on art in public space
and the formation of the national identity and memory.

Boyan Manchev is a philosopher, Professor at the New
Bulgarian University and at the Universitat der Kiinste
(Berlin), Guest Professor at the Hollins University

and Sofia University. He is also former Director of
Program and Vice-President of the International
College of Philosophy in Paris. His actual research,
which advances the perspective of a radical mobilism
and materialism, is focused on the fields of ontology,
philosophy of art and political philosophy. The
ontological concept of metamorphosis, the ethical
concept of disorganisation and the aesthetic concept
of alteration are central for his transformationist
approach. Manchev has lectured widely at European,
Asian and North-American universities and cultural
institutions. He has organised and/or collaborated

to number of projects, congresses and public forums
dealing with philosophy, art and politics at the

CIPh, EHESS, CNRS, Palais de Tokyo, CND (Paris),

Haus der Kulturen der Welt, Volksbiihne, FU, NBK
(Berlin), IWM, MUMOK, Tanzquartier (Vienna), ZKM
(Karlsruhe), University of Tokyo Center for Philosophy
(UTCP), Apexart, PS1, Columbia University, NYU

(New York), BAK (Utrecht), among others. He has
debated and/or collaborated on different occasions
with leading philosophers and cultural theorists

from various generations; he has also participated

as theorist, dramaturge or performer in theatre

and contemporary dance projects, including Tim
Etchells and Adrian Heathfield’s The Frequently

Asked, Boris Charmatz’s expo zero and Poster session
“Mouvement” for the Festival d’Avignon and Ani
Vaseva’s Frankenstein and A Dying Play. Manchev has
curated the exhibition Out of Time at the Sofia City Art
Gallery (March - April 2011). Manchev is the author of
seven books and more than hundred book chapters,
catalogues and other publications in various languages.
In the last years he published Logic of the Political (Sofia:
SHSF/Iztok-Zapad, 2012), Miracolo (Milano: Lanfranchi,
2011), L'altération du monde: pour une esthétique
radicale (Paris: Lignes, 2009); La métamorphose et
I'instant — désorganisation de la vie (Paris: La Phocide,
2009); Rue Descartes 64: La métamorphose (Paris:
PUF, 2009); Rue Descartes 67: Quel sujet du politique?,
co-edited with G. Basterra and R. Ivekovi¢ (Paris: PUF,
2010). His book The Body-Metamorphosis (Sofia:
Altera, 2007) deals extensively with contemporary art,
performance and dance. He is member of the editorial
committees of the magazines Lignes (Paris), Materiali
Foucaultiani (Rome/Paris), Critique and

Humanism (Sofia), Stasis (St. Petersburg),
Transeuropéennes (Paris), Transeuropa (London), the
research network Terra (Paris) and the publishing
house La Phocide (Paris/Strasbourg). In the last two
decades Manchev’s work is focused on ontology,
philosophy of art and political philosophy. He is
consistently developing the project of philosophy
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u La métamorphose et Iinstant - Désorganisation de
la vie (Strasbourg: La Phocide, 2009). Ha utannaHcku
e3uk nybavkysa Miracolo (Milano: Lanfranchi,
2011). Ha 6bArapcKku esuK e usgan KHurute

Hesvobpazumomo. Onumu no ¢unocogus Ha o6paza (Codus:

HBY, 2003), Tanomo-memamopego3sa (Codus: Antepa, 2007)
1 Jloeuka Ha noaumuyeckomo (Copus: PCXNU/N3Tok-3anaga,
2012). CbCcTaBuTEN M PEAAKTOP Ha Pea, U3gaHus, Mexay
KouTto BpoeseTe Ha cnucaHueTo Rue Descartes 64:

La métamorphose (Paris: PUF, 2009)

1 Rue Descartes 67: Quel sujet du politique? (Paris:
PUF, 2010, B cbTpyaHuyecTso ¢ Paaa iBekoBuy n
labpuena bactepa), BKAtOYBALL, TEKCTOBE HAa AHTOHMO
Herpwu, WaHTan My, EpHecto Jlakno, ETueH banubap,
HaHcu dpeiisbp, HKiogut Poosen v gp. Npesoaay

Ha 6barapcku esuk Ha Corpus Ha Han-JTtok HaHcu
(Codus: JIMK, 2003). MaHuYeB CbTPYAHWNYM M yyacTea B
nebatu ¢ Bogewm dpunocodun U TEOPETULLM OT PAs3AUYHU
MOKONEHWA; BKNIOYBA Ce KaTo TEOPETUK U ApamaTypr

B MPOEKTW Ha TeaTpaiHW PEXMCbOPU, Xopeorpadu n
XyO0XKHULM (Mexay kouTto Bopuc Lapmau, Tum ETyenc
n Appuan Xuiitdung). CbasTop (C pexkncbopkata AHK
BaceBa) Ha TeaTpasiHu TeKcToBe. 3aeaHo ¢ AHu Bacesa u
NleoHunp, Viosues e cbocHoBaTen Ha ,MeTeop”. KypaTop
1 aBTOP Ha KaTasiora Ha usnoxbara 1o HUKoe speme
(Codua: CrXr, 2011). 3aHMmaHuATa Ha MaHues npes
nocnegHuTe Age AeceTuneTa ca CbCpeaoToYeHN

B obnacTTa Ha oHTON0TUATA, dunocoduaTa Ha
W3KYCTBOTO U NosmnTuyeckaTa ¢punocodus. Passusa
nocnefoBaTeNHo NpoekTa 3a dpunocodus Ha
meTamopdo3saTa, B KOWUTO LLEHTPasIHO MACTO 3aemaT
OHTO/IOTUYECKM, MOAANTHW, ETUYECKM U eCTETUYECKN
KaTeropuu kato metamopdosa u antepauma
(BnponsmeHeHue, altération), nesopraHnsauma u
ycTosiBaHe (MepcucTeHTHOCT, persistance). OT ocobeHa
3HayMmocT 3a paboTtata MaHuyeB ca meToauTe,
onpeaeseHn KaTo MoAaseH aHanus, CBPbXKPUTUKA,
untocTpauma u dunocodeka duryponorna unm
daHTacTMKa

LMPK! MOETO PA3/IMYHO CEMENCTBO

CredaH Kpbcres (1979) e 3a8bpLINA €THONOMUA B
Codwuiicku yHuBepcuteT ,,CB. KnumeHT Oxpuackm”

1 COLMONOTUA U COLMANHA aHTPONONOIUA B
LleHTpanHoeBponeickna yHmBepcuTeT B byaanetua,

a oT 2009 r. e nporpameH MeHUAXKbP Ha Nporpama
,flonnutnyeckn u coumanHun gebatn” Ha LleHTbp 3a
KynTypa u gebat ,YepseHara Kbla”. Kato aHTpononor
€ paboTun BbPXY U3CNefBaHNA BbPXY ETHUYECKM
MaALMHCTBA, rPaZiCKa MaprMHanHoCT, pacusbm U
BM3yanHu meaun. 3aeaHo c AHa biopep-TaBaHue n
AHZApelt [eTOB e aBTOP Ha AOKYMEHTanHUA unm Ye cme
ce sudenu. B MOmMeHTa n3cnenBa pasnpocTpaHeHneTo
Ha 6bp3nTe KPeAUTU U 3aA/TbXKHABAHETO Ccpej, XopaTa
C HUCKM goxoau cnep uHaHcoBaTa Kpusa ot 2008 r.
Hacam.

of metamorphosis, or dynamic modal ontology,

in which central are ontological, modal, ethical

and aesthetic categories like metamorphosis

and alteration. The methods, defined as modal
analysis, surcritique, illustration and philosophical
figurology or fantastique, are of special importance for
his work.

CIRCUS! MY DIFFERENT FAMILY

Stefan Krastev (1979) graduated in Ethnology from
Sofia University and holds MA in Sociology and Social
Anthropology from Central European University,
Budapest, and since 2009 is the Political and Social
Debates programme manager at the Red House Center
for Culture and Debate in Sofia. As an anthropologist
he has worked on research on ethnic minorities, urban
marginality, racism and visual media. He is the co-
author, together with Yana Buhrer Tavanier and Andrey
Getov, of the documentary movie That We Saw Each
Other. Currently he is researching the popularization
of fast credits and going indebted among low-income
people after the 2008 crisis.

Elena Stoykova holds MA in Philosophy and PhD

in Sociology from Sofia University, Bulgaria. Her
dissertation is titled The Social Construction of
Women'’s Roles in Socialist Bulgaria. Since 2004 she
has been working at Sofia University, teaching courses
on Introduction to Sociology, Social Construction of
Gender and Content Analysis for undergraduate and
graduate students. Her research interests are in the
fields of Sociology of Gender and Sexuality, Theories
of Intersectionality, Sociology of Education, Content
Analysis. For the past twelve years she has been
conducting numerous research projects on these
topics both at the national and international level.
The main results can be found in her publications on
gender issues in the Bulgarian historical context in
the fields of politics, education, NGOs and media. She
is also the Chairperson of the Association of Social
Investigations and Applied Research Practices. Elena is
currently focusing her research efforts on developing
the first Bulgarian university course on Theories of
Intersectionality.

Pol Naydenov is an intersex activist working for the
rights of LGBTI people in Bulgaria. He is born in Montana
in 1970. Pol became a member of the Bulgarian LGBTI
movement in 2001 when he came to live and work

in Sofia, initially as a member of the Bulgarian Gay
Organization Gemini, and since 2004 as co-founder and
board member of Bilitis Resource Center Foundation.
Since 2013 Pol is actively working on international level
towards the recognition of intersex people’s rights. He is
board member of the European association of intersex
activists Oll-Europe.
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EneHa CroiikoBa e marnctbp no ¢usocodus n 4oKTop
no couuonorus ot Coduiickm yHusepcuter ,,CB.
KnumeHT Oxpuackn”. ncepTaumaTa il e Ha Tema
CoyuasnHo KOHCMPYUpPaHe Ha HeHcKume posnu npe3
coyuanusma 8 bvnzapus. Ot 2004 r. BogM Kypcose no
o6LLa coumMonorusa, CoumanHo KOHCTPyMpaHe Ha nona
M KOHTEHT aHanun3 B 6aKaNaBbpCKU U MarucTbpCcKu
nporpamu. U3cneposaTenckuTe i MHTepecu ca B
nonertaTa Ha COLMONOMMA Ha NOMA U CeKCyasHOCTTa,
TeopuuTe 3a NPecevyHoCTTa, COLMONOTUA Ha
06pa30BaHMETO M KOHTEHT aHanu3. 3a nocneaHuTe
ABaHageceT roAuHM e yyacTsana B peamua
HaLMOHANHW U MEXAYHAPOAHW U3CNe0BaTENCKM
NpoeKTH no Te3un Temu. OCHOBHUTE pe3ynTaTu oT

TAX MoraT ga 6baaT oTKpUTK B nybankaummTe i
NoCBEeTeHW Ha U3cNeaBaHMATa Ha No/a B NOIMTUKATA,
06pa3oBaHMETO, HEMPABUTENCTBEHUTE OpraHun3aLLmnm
1N MeaunTe B 6bArapcku MCTOPUYECKU KOHTEKCT.
Mpepcepatenka e Ha AcoumaumaTa 3a coumanHu
n3cnesBaHuA U MPUIOXKHU U3CNe[0BaTENICKU
NpaKkTUKW. B MOMEHTa e Hacouuna musciegoBaTenckuTe
CU ycunusa B pa3paboTBaHeTo Ha NbpBuA B Bbarapua
YHUBEPCUTETCKM KYpC MO TEOPUM Ha NPECEYHOCTTA.

Mon HailaeHoB e MHTEPCEKC aKTUBWCT 3a NpaBaTa Ha
NTBTU B bbarapua. PogeH B MoHTaHa npe3 1970 .
Mon cTaBa YacT oT 6barapckoto JIFETU aBukeHne
npes3 2001 r., KoraTo nAaBa Aa Kusee 1 pabotn B
Codus, NbpBOHAYaNHO KaTo YieH Ha bbarapckarta

reit opranmsaumsa , JxxemuHn”, a ot 2004 r. KaTo Cb-
yupeauTen u uneH Ha bopaa Ha PoHpaumsa ,PecypceH
ueHTbp Buantuc”. Ot 2013 r. Hacam, Mon paboTu
AKTUBHO U HAa MEXAYHapOAHO HWBO 3a NPU3HaBaHe
npaBaTa Ha MHTepceKc xopaTa. Toli e uneH Ha bopaa
Ha EBponelickata acoumaLma Ha MHTEPCEKC aKTUBUCTU
Oll-Europe.

BuKkTop J/Innos e npopecMoHanHO aHraXkupaH B
KYNTYPHUTE UHAYCTPUU KaTO My3UKaNeH MEHUAXKBP

1 nsgaten. ObuwecTseHaTa My AelMHOCT obaue e

Tasu, KOATO ro NpaBu NO-U3BECTEH - BUA e YeH Ha
paxpaHcKua cbBeT Ha PedopmaTtopckus 610k (PB)

M KaHAWAAT 3a eBpoAenyTaTt oT Pb, noHacToslem

e akTnBucT Ha naptma JEOC. CtaBa u3BecTeH ¢
nnbepanHuTe cv NOAUTUYECKU Bb3INean, U Hail-Beue C
$aKTa, Ye e MbPBUAT OTKPUT rell MbK, KaHaMaaTMpan
ce 3a u3bopHa ANbXKHOCT B Bbrapua Kato KaHauaat
3a KmeT Ha Codusa, usaurHat ot EOC. MNpes aekemspu
2014 r. ctasa JIFBTU nnyHoOCT Ha rognHaTa, a npes
cnepBallaTta roguHa - No4MMacHUK B oTinMumaTa Hosek
Ha rogmHara”.

CraHumup MaHaioToB e 3aBbpluna ¢punocopus
(Coduiickn yHunBepcuTeT ,,CB. KnumeHT OXpuackn”) n
marucTpatypa no punocodua v AxeHAbP U3cnesBaHUA
(MHcTUTYT ,EBpO-BankaH”, Ckonune, MakeaoHus), a

B MOMEHTA e JOKTOPAHT MO CPaBHUTENHMU AXKEeHAbP
nscneaBaHus B LieHTpaneHoeBponeickn yHMBEPCUTET,
byaaneuwia, YHrapua. MHTepecysa ce OT 1 Uma onuT

Viktor Lilov is professionally engaged in the cultural
industries and is a music manager and publisher.
However, it is his social activity that made him famous

- he has been member of the Civic Council of the
Reformist Bloc party and ran for EMP from their quota,
and is currently activist of the political party DEOS. He
became known with his liberal political ideas and mostly
with being the first openly gay man who sought an
electable position in Bulgaria as the DEOS nominee for
Sofia mayor in the last municipal elections. In December
2014 he was elected LGBTI Person of the Year, and in
2015 received the second prize in the Human of the Year
initiative.

Stanimir Panayotov graduated in philosophy (Sofia
University) and holds MA in Philosophy and Gender
Studies (Euro-Balkan Institute, Skopje, Macedonia), and
is currently a PhD Candidate in Comparative Gender
Studies at Central European University, Budapest. He has
interests and experience in queer theory and activism,
and works at the intersections of continental and
feminist philosophy, non-philosophy, and Neoplatonism.
He is member of IPAK.Center in Belgrade, where he
co-organizes the Summer School for Sexualities, Cultures
and Politics. He is also co-director and organizer of Sofia
Queer Forum.

Lea Vajsova is assistant professor at the department of
Sociology, Sofia University, and member of the editorial
board of Critique and Humanism journal. Her academic
interests are mainly in the fields of social movements
and critical social theory. She is a co-editor with Daniel
Smilov of: #The Protest: Analyses and Positions in the
Bulgarian Press, Summer 2013 (2014, in Bulgarian). Her
recent publication are (all in Bulgarian): “To Disclose
Yourself: Power and Constitution of the Sexual Subject
in Foucault’s Works” (Critique and Humanism; 44/2015)
“Ethnomethodological Notes on the Position of the
Researcher Participating in ‘the Protest’” (Following
the Steps of the Other: A Collection in Honor of Maya
Grekova, 2014); “Occupy Orlov Most! The Structural
Transformation of the Public Sphere” (Critique and
Humanism; 41/ 2014).

Lora Novachkova (1988) identifies as an anarcha-queer
feminist, a self-identification based on her experiences
in the leftist International Development Studies,

which she studied at the University of Vienna with a
specialization in Gender Studies from the University

of Vienna and the Humboldt University of Berlin. In
2015 her MA thesis was published by the German AV
Akademikerverlag publishing house. For the Bulgarian
context, this research represents the first scientific
investigation which explores the interconnection
between the family and the social lesbophobia. In
Bulgaria, Novachkova worked as the programme
manager of the sector LGBTI Rights & Movement at the
Bilitis Resource Center Foundation. In that period she
also founded the volunteer-based collective LGBT-HHH.
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B KyUbp TEOPMATA U aKTUBU3MA, KOHTUHEHTaNHA
1 pemuHucTKa dunocoodus, He-dmunocodus,
HeonnaToHM3bM. YacT e oT IPAK.Center B Benrpag,
KbAETO € CbopraHn3aTop Ha JIATHOTO yumauile 3a
CEKCYasIHOCTW, KYATYpY U NOAUTUKK. ToW e n eaunH
OT AMPEKTOPUTE U OpraHnsaTopute Ha Codua Kymsp
dopym.

JNea BaiicoBa e acucTeHTKa B Kategpa ,,Coumnonorus”

Ha Coduiickn yHusepcuteT ,,C. KnnmeHT Oxpuacku”.
YneHKa e Ha peAKonernaTa Ha cnucalne Kpumuka u
XymaHu3bM. OCHOBHW NoaeTa Ha U3cnea0BaTesckuTe

1 MHTEpPEeCK ca COUMaNHU ABUKEHMUA U KPUTUYECKA
coumanHa Teopua. Cpes nociesHuTe i nybankaumum

ca: #llpomecmvm - aHAAU3U U NO3uyuu 8 bvaeapckama
npeca 1amo 2013 (cb-cbeTasuten Aavven CMunos,
2014); ,0a paskpueww cebe cu: BNACT U ceKCyaneH
cy6ekT npu dyko” (Kpumuka u xymaHu3om,

44/2015); ,,OTHOCHO NO3MLMATA HA Y4aCTHUKA
n3cnefoBaTten: ETHOMETOL0/10TUYECKN BeNeXKM KbM
,npotecTa‘“ (Mo cmvnkume Ha Apyeus. COOpHUK 8 Yecm
Ha Matis Ipekosa, 2014); ,,Okynupaii Opnos mocT!
CTPYKTYPHU M3MeHeHUa Ha nybanuHocTTa” (Kpumuka u
XymaHusvm, 41/ 2013).

JNopa HoBaukoBa (1988) e aHapxo-Kynbp GemMUHUCTKa,
3aBbpLUNIA MeXAYHAPOAHO pa3BUTUE BbB BueHckua
YHUBepcUTeT 1 cneumnanusmpana gender studies

BbB BUEHCKMNA YHUBEPCUTET, KaKTo 1 B Xynbontosua
yHuBepcuteT B bepauH. Mpes 2015 r. gunnomHata

1 pabota buBa usgaseHa ot AV Akademikerverlag,

KaTo BbNPOCHaTa NpeACcTas/iABa MbpBo 3a bbarapua
npoyysaHe Ha B3aMMOBPB3KUTE MexKAy obLuecTBeHaTa 1
cemeliHaTa necbodobus. B Bbarapua Hosaukosa pabotu
KaTo NporpamHa MeHngxbpKa 3a JIF6TU npasa kbm
doHaauma ,PecypceH LieHTbp Buautuc”, kato B ToBa
BpeMe cb3gaBa U HedopmanHua JITBT-XXX konektus. B
ABe nopeaHu roanHu — 2014 n 2015-ta — opraHusupa
eKerofHo nposexkaaHus ot ,buantuc” IFGTU Apt
decT, KoWTO B TOBa Bpeme 6uBa npevmeHysaH Ha LGBTI
Community Fest. B Te3n ase roanHu ¢ecTuBanst ce
aBaHrapAmM3npa 1 oTT1ackKBa OT ,,CaHTUMeHTaNHUA"”
MenHcTpuiim JITBTU guckypc, a npomaHaTta Ha UMeTo
My OTpassBa M CMAHATa BbB $oKyca - GecTbT MMa 3a Len
na 6bae nnatdopma 3a cbagasaHe Ha JITBTU 0bLHOCT.
Mpe3 2015 B pamKu1Te Ha NPOEKT, U3MbJHABAH OT
,BruanTnc”, HoBaukoBa NpasBun U MbPBOTO 3a CTpaHaTa
n3cnepBaHe no TemaTa 3a AOMALLHOTO Hacuaune B
NecOUINCKUTE ABOMKM, KAKTO U HACUIMETO CNPAMO TPAHC
YKeHu. B cneacteue oT U3cneaBaHeTo 13nunsa v HeliHa
cepus OT CTaTUM No TemaTa, KouTo 6uBaT Ny6ANKyBaHU B
aBCTPUICKNA GEMUHUCTKK KypHan Frauen*solidaritdt.

Papocnas CtoaHoB (1987) e aKTMBMCT 3a
paBHonpaswueTo Ha JITBTU xopata ot 2008 r. Hacam.
Tolt e kanbonopaaten no cTpaTernyecku Aena s
0bLecTBEH MHTEpPeC, Kacaeluy ANCKPUMUHALMATA
cpewy JITBTU xopaTa, eTHUYECKN, PEIMTUO3HU U
Bb3PaCTOBMU Ma/LMHCTBA. Bogu abaroroaumiueH

In 2014 and 2015, she organized the Sofia LGBTI Art
Festival, an annual event held by Bilitis. Meanwhile,

the festival was renamed as the LGBTI Community Fest,
which reflects the shift in the festival’s focus: to be a
platform for the fostering of an LGBTI community. These
two years of the Festival are also marked as breaking
away from “sentimental” mainstream LGBTI discourses
and values. During the year 2015 in Bulgaria, within

a project conducted by Bilitis, Novachkova also made
pioneer research on domestic violence between lesbians
and dating violence against trans women. Based on the
research findings, she wrote a series of articles on the
aforementioned topics for the Austrian feminist journal
Frauen*solidaritdt.

Radoslav Stoyanov (1987) is an activist for LGBTI
equality since 2008. He has initiated numerous strategic
lawsuits on discrimination against LGBTIs, ethnic,
religious and age minorities. He is writing for many
years a blog on LGBTI issues where he tries to popularize
educational and analytical materials connected to the
community, and the stigma and prejudices related to it.
In 2012 he received the Activist of the Year prize, part
of Human of the Year 2012 initiative by the Bulgarian
Helsinki Committee, and since March 2013 is part of the
organization’s team. He is also organizing committee
member of Sofia Pride in 2009 and since 2012.

Georgi Medarov (1982) is member of the New Left
Perspectives collective and a sociologist. His interests
in sociology are connected with the critical history

of liberalism, postsocialism and political economy.

His recent publications are (co-authors Jana Tsoneva,
Momchil Hristov and Ognian Kassabov): Entrepreneural
Spirit and Ghostly Entrepreneurs: Expert Knowledge,
Neoliberal Governance and Social Suffering (Sofia: KOI,
2015); (co-author Jana Tsoneva) Capital Reforms (Sofia:
KOl, 2014).

Genoveva Tisheva is manager of Bulgarian Gender
Research Foundation and a jurist with year-long
experience in the areas of human rights, women'’s rights
and domestic violence protection. Tisheva participated
in drafting the Law for domestic violence protection,
Law against traffic in humans, and others, and has
various publications published under BGRF and in legal
journals on issues concerning universal and European
equity standards and Bulgarian legislation’s applicability.
In July 2005 Tisheva was nominated for the Nobel Peace
Prize.

Denitsa Lyubenova is a lawyer, human rights activist
and an entrepreneur. She is one of the founders of
Youth LGBT Organization Deystvie where she developed
the legal defense programme which provides legal aid
and representation for LGBTI people. Alongside, she

is practicing investment law and deals with foreign
investments. Denitsa co-owns several private companies
maintaining different activities. She graduated in Law at
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6n10r no BbnpocuTe Ha JITBTU xopaTa, KbaeTo
nonynspusmpa o6pas3oBaTesHN U aHANUTUYHU
Npou3BeAeHUA, CBbP3aHM € Tasn 0BLHOCT, cTUrMaTa u
npegpascbabumTe. Mpes 2012 r. nonyyasa Harpagara
AKTUBUCT Ha roaMHaTa” B paMKuTe Ha HarpagaTa
,HoBeK Ha rogmHata 2012” Ha BbArapckus Xen3mHKCKu
KomuTeT, a oT mapT 2013 1. e 1 YacT OT eknna Ha
opraHusaumaTa. YneH e Ha OpraHU3aLMOHHUA KOMUTET
Ha Codua npaia npes 2009 r. n o1 2012 r. Hacam.

leopru MegapoB (1983) e uneH Ha KoniekTuBa Ha Hosu
NeBU NepcneKkT1BM u coumonor. MHTepecute my B
06/1aCTTa Ha COLMONOrMATa Ca CBbP3aHM C KPUTUYECKaTa
ncTopua Ha anbepannsma, nocrcoumannsma

1 NOANTMYECKaTa MKOHOMUA. CKOPOLLIHUTE My
ny6anKaumm BKAOYBAT (B CbaBTOPCTBO ¢ KaHa LloHeBa,
Momuwnn Xpuctos u OrHaH Kacabos) lMpednpuemayecku
OyX U MpU3paYHU NPeonpuemavu: ekcrepmHo 3HaHue,
HeonubepasnHo ynpassaeHue U CoyuanaHo cmpadaHue
(Codua: KOW, 2015); (8 cbasBTOpCTBO C KaHa LloHesa)
Capital Reforms (Sofia: KOI, 2014).

leHoBeBa TuweBa e ynpasutenka Ha PoHaauma
Bynrapcku LeHTbp 3a AKeHABP U3CNefBaHUA U IOPUCTKA
C AbAToroAMLLEH onuT B 06/1aCTTa Ha NpaBaTa Ha
YOBEKA, }KEHCKM YOBELLKM Npasa 1 3aliuTa oT AOMALLHO
Hacuive. Tulwesa y4yacTsa B U3paboTBaHeTo Ha 3aKoHa
3a 3alUuTa cpeLly AOMALLIHOTO Hacuaume, 3aKoHa

3a 6opba ¢ TpaduKa Ha xopa U Ap., UM PaA3INYHU
ny6avkaummn 8 pamkute Ha PoHgaums LAV n B
IOPUANYECKM CMUCAHUA OTHOCHO YHUBEPCANTHUTE U
€BPOMENCKM CTaHAAPTM 32 PaBHOMOCTAaBEHOCTTaA U1
CbOTBETCTBMETO Ha HBrapCKOTO 3aKOHOAATENCTBO.
Mpes tonu 2005 r. leHoBeBa TUweBa € HOMMHUPAHA 3a
Hobenosa Harpaga 3a mup.

[eHunua /io6eHoBa e aiBOKATKa, aKTUBMUCTKA 3a
YoBeLUKM NpaBa 1 npeanpremayka. Ta e e4uH oT
ocHoBaTtenuTe Ha Mnagexka JITbT opraHusauma
LAencteue”, kbaeto e paspabotunia nporpamara 3a
npaBHa 3aL1Ta, KOATO OCUTryPABa NMPaBHA MOMOLL,

1 npeactasuTenctso Ha JITBTU xopa. 3aeaHo ¢
TOBa, TA NPAKTUKYBa MHBECTULIMOHHO NPaBO U
CAENKM C YYKAEeCTPaHHU HBECTULMN. [leHnua
CbBMECTHO NpUTENXKaBa HAKOIKO YacTHU GUpMM €
pa3NnyHM AeiHocTu. [leHnua e 3aBbpLumnaa Npaso B
YHuBepcuTeTa 33 HaLMOHA/IHO U CBETOBHO CTOMAHCTBO,
Codua, bBbarapua v BTopa MarmucTbpcka cteneH no
MexayHapoaHo ny6anyYHO NpaBo B YHMUBEPCUTETA B
YTpexT, XonaHaums.

OunsaHa AHrenosa (1985) e topucTtka 1
npaBo3aLLMTHUYKA. MiMa MarncTbpcKu cTeneHu no npaso
ot Coduiickn yHusepcuteT ,,Cs. KnnmeHT Oxpuacku” n
no MeXAyHapoAHO 1 eBponeiicko nybanMyHo npaso ot
Erasmus University Rotterdam, Xonangua. JunaHa cbLio
TaKa e 3aBbplunNa NPeCTUKHUA MHCTUTYT 33 0byyeHune
MO »KEeHCKM YyoBelwKu npasa 2013-2015 r., opraHusmnpaH
OT BbArapckuy LEHTBP 3a AXKEHAbP U3CeABaHMA.

the University for National and World Economy, Sofia,
Bulgaria and holds a second MA in Public International
Law from the University of Utrecht, the Netherlands.

Dilyana Angelova (1985) is a lawyer and human rights
defender. She holds a MA in Law from Sofia University
and MA in International and European Public Law from
Erasmus University Rotterdam, the Netherlands. Dilyana
has also graduated from the prestigious Women'’s
Human Rights Training Institute 2013-2015, organized
by the Bulgarian Gender Research Foundation. She

has professional experience as an expert in a range of
projects, studies and campaigns, dealing with issues
such as trafficking in humans, women'’s participation

in public companies’ management, women in prison,
gender based violence, juvenile justice, penitentiary
law and policies and others. As part of the team of the
Monitoring and Research Programme of the Bulgarian
Helsinki Committee, Dilyana has drafted annual reviews
on the situation of women'’s rights in Bulgaria for

2014 and 2015. Since 2014 she writes the blog www.
feministcomment.wordpress.com.
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MpodecnoHanHUAT i oNUT BKOYBA eKcnepTHa paboTta
Nno NPOEKTW, u3cnesBaHMA U KAMNAHWUMU, CBbP3aHU C
TpaduKa Ha Xopa, y4acTUEeTO Ha KeHUTe B yNpaBieHUEeTo
Ha NyBANYHM KOMMNAHWK, XKEeHWUTe B 3aTBOPA,
HacUMeTo, OCHOBAHO Ha Mo/a, AEeTCKOTO NpaBoCbaMe,
NeHUTEHLMAPHOTO NPaBO U NOAUTUKM U Ap. KaTo yacT
OT eKkuna Ha nporpama ,, MOHUTOPWHT U u3cneaBaHua”
Ha Bbarapckun xen3amHKckn komuteT, npe3 2014 1 2015 .
[OunaHa noaroTea roguweH o63opa no temarta ,Mpasa
Ha »KeHuTe B bbarapua”. Ot 2014 r. unaHa noaabprKa
6n10ra www.feministcomment.wordpress.com.



OcHoBeH opraHusaTop Ha Codus Kyubp popym e KonekTus 3a o6LeCTBEHN MHTEPBEHLMH,
duHaHcupaH ot ®oHAaaums ,Posa Jliokcembypr” - KOronsrouHa Espona

Codus kyubp dopym 2015 e nogkpeneH oule oT: MocoNcTBOTO Ha CbeAMHEHWUTE aMEPUKAHCKM LLaTH,
HauuoHaneHn doHg ,Kyntypa”, Harpagara ,lfayaeHy b. Pyd”

Tol1 ce ocbluecTBABa B NapTHbOPCTBO C: HaLMoHanHa XyAoKecTBeHa akagemus, Coduiicka rpaacka XyfoxecTBeHa
ranepws - pununan ranepus ,Backa EmaHynnosa” u LileHTbp 3a KynTypa 1 aebart ,YepseHaTa KbLia”

MepaveH NapTHbOP e OH/alH U3aaHUEeTO 3a YoBeLW KM npasa ,MapruHanua” www.marginalia.bg

Ekun Ha Codpua Kyubp dopym 2015

BopsaHa Pocca n CraHumup MaHaioTos, AvpekTopu Ha CKP

Bnaauna Muxaiinosa, KypaTopka Ha CK® 2015

CredaH KpbcTes, aHTpOMosor, opraHnsaTop Ha aebatute no npoekra ,Lupk! Moeto pasnnyHo cemeiictso”
Mapwsa [lenyesa, cbTpyAHUYKa no npoekTa ,Linpk! MoeTo pasnnyHo cemelicteo”

Cranucnas [onos v Jlea Baiicosa, koopanHaTopu

CrosaH [leyes, CbTPYAHUK U3N0XKOEH An3aitH

bnarogapHoctn

Nanna Arpago, Hagexaa JepmeHakunesa, fepraHa Kyuesa v bbarapcku poHz, 3a keHute, Ceetna EHYeBa,
ficeH 3ryposcku, [leHnua MllobeHosa n Mnagekka JITBT opranusauma , Jelicteue”, Mon HailgeHos n
doHaaumsa ,PecypceH LeHTbp - Buantnc”, Pagocnas CtoaHos

The main organizer of Sofia Queer Forum is Collective for Social Interventions,
funded by Rosa Luxemburg Stiftung - Southeast Europe

Sofia Queer Forum 2015 is supported also by: Embassy of the United States in Bulgaria,
National Culture Fund, Gaudenz B. Ruf Award

It is carried out in partnership with: National Academy of Art, Sofia City Art Gallery - Vaska Emanouilova Branch, and
Red House Centre for Culture and Debate

Media partner is the online edition for human rights Marginalia www.marginalia.bg

Sofia Queer Forum 2015 Team

Boryana Rossa and Stanimir Panayotov, directors of Sofia Queer Forum

Vladiya Mihaylova, curator of Sofia Queer Forum 2015

Stefan Krastev, anthropologist, organizer of the debates in the project “Circus! My different family”
Mariya Delcheva, collaborator to the project “Circus! My different family”

Stanislav Dodov and Lea Vajsova, coordinators

Stoyan Dechey, exhibition design collaborator
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Codua Kyrbp popyMm e cbbuTre, KOETO Upe3 CpeacTBaTa

Ha CbBPEMEHHOTO M3KYCTBO M3CAEABa MOAA U CEKCYaAHOCTTa
KaTo NMapaneAHW CUCTEMM, NPEe3 KOWTO oLeHsABame cebe cu

n pApyrute. Tean CUCTEMM OTAABHA YNpPaXHsIBaT CUAHO
BAMSIHWE BbPXYy BCUUKM aCMeKTU Ha KyATypaTta W 06LLEeCcTBOTO.
BansaHWETO, pa3bupa ce e AByCTpaHO. 3aToBa BbB GOKYC
CbLLO € NOCTaBEeHO U UBMEHEHUWETO Ha MNOoHATMUATA ,MOA” U
»CEKYCAAHOCT” B 3@aBMCHMMOCT OT COLMAAHUTE, MOAUTUUEKM,
KYATYPHU U MEAMLMHCKU GaKTOpH, MPUCHLUM 3@ ONPEAEAEHO
BpeEME U MSACTO.

Sofia Queer Forum is an event that investigates, with the
means of contemporary arts, gender and sexuality as
parallel systems through which we value ourselves and the
others around us. These systems have a strong influence
on all aspects of culture and society. The influence is,

of course, two-sided. This is why in focus here is also

the changing of the concepts “gender” and “sexuality”
depending on social, political, cultural and medical factors
that are inherent in a given time and space.

www.sofiaqueerforum.org



